
This is a digital copy of a book that was preserved for generations on library shelves before it was carefully scanned by Google as part of a project 
to make the world's books discoverable online. 

It has survived long enough for the copyright to expire and the book to enter the public domain. A public domain book is one that was never subject 
to copyright or whose legal copyright term has expired. Whether a book is in the public domain may vary country to country. Public domain books 
are our gateways to the past, representing a wealth of history, culture and knowledge that's often difficult to discover. 

Marks, notations and other marginalia present in the original volume will appear in this file - a reminder of this book's long journey from the 
publisher to a library and finally to you. 

Usage guidelines 

Google is proud to partner with libraries to digitize public domain materials and make them widely accessible. Public domain books belong to the 
public and we are merely their custodians. Nevertheless, this work is expensive, so in order to keep providing this resource, we have taken steps to 
prevent abuse by commercial parties, including placing technical restrictions on automated querying. 

We also ask that you: 

+ Make non-commercial use of the files We designed Google Book Search for use by individuals, and we request that you use these files for 
personal, non-commercial purposes. 

+ Refrain from automated querying Do not send automated queries of any sort to Google's system: If you are conducting research on machine 
translation, optical character recognition or other areas where access to a large amount of text is helpful, please contact us. We encourage the 
use of public domain materials for these purposes and may be able to help. 

+ Maintain attribution The Google "watermark" you see on each file is essential for informing people about this project and helping them find 
additional materials through Google Book Search. Please do not remove it. 

+ Keep it legal Whatever your use, remember that you are responsible for ensuring that what you are doing is legal. Do not assume that just 
because we believe a book is in the public domain for users in the United States, that the work is also in the public domain for users in other 
countries. Whether a book is still in copyright varies from country to country, and we can't offer guidance on whether any specific use of 
any specific book is allowed. Please do not assume that a book's appearance in Google Book Search means it can be used in any manner 
anywhere in the world. Copyright infringement liability can be quite severe. 

About Google Book Search 

Google's mission is to organize the world's information and to make it universally accessible and useful. Google Book Search helps readers 
discover the world's books while helping authors and publishers reach new audiences. You can search through the full text of this book on the web 



at |http : //books . google . com/ 




From the 

Fine Arts Library 

Fogg Art Museum 
Harvard University 








UaiiEE'a HAND-BOOK OF PAINTING.] 






THE 

SCHOOLS OF PAINTING 
IN ITALY. 

TSAIfSLATED, PROM THE GERMAN OF KUGLER, BY A LADY. 
EDITED, WITH NOTES, 

BY SIR CHAHLES L. EASTLAKE, P.E.A., F.K.S. 

WITH UFWARDS OF ONE HUNDRED ILLUSTRATIONS, 

tA^rx OM WOOD, II V il^KOl HCHARF, JUN., FROM THE WORKS OF THE OLD MASTERS MRKTIOKED 
VK THIS BOOIt, KSfSRAVED BY JOHIT THOMPSON AXD SAMUEL WILLIAMS. 



SECOND EDITION, 

H&OBOHQQLT REVISED, WITH MUCH ADDITIOXAL MATTER. 



IK TWO PARTS.— PART II. 



LONDON : 
JOHN MURRAY, ALBEMARLE STREET. 

1861. 



"^ 






C^) 



HARVARD 

[UNIVERSITY! 

LIBRARY 

SEP 29 1959 



Printed by W. Clowks A Soks, Stamfbrd Street 



Book V. INTRODUCTION. 271 

BOOK V. 

PERIOD OF HIGHEST DEVELOPMENT AND DECLINE. 

MASTERS OF THE SIXTEENTH CENTURY. 



INTRODUCTION. 

All the elements which had existed apart from each other 
and had composed distinct styles in the periods hitherto con- 
sidered, all the qualities which had been successively deve- 
loped, each to the exclusion of the rest, but which in the 
a^regate fulfilled the conditions of a consummate practice of 
Art, were united about the beginning of the sixteenth century. 
Tins union constituted a most rare and exalted state of human 
culture — an era when the diviner energies of human nature 
were manifested in all their purity. In the master-works of 
this new period we find the most elevated subjects, represented 
in the noblest form, with a depth of feeling never since 
equalled. It was only for a short period that Art maintained 
this high degree of perfection — scarcely more than one quarter 
of a century ! But the great works then produced are eternal, 
imperishable. They bear, indeed, the stamp of their own 
age, but are created for all ages ; and as they were the pride 
and admiration of the time when they were produced, so they 
will awaken the enthusiasm of the latest posterity. For the 
truly beautiful depends not on external or local circumstances ; 
the Madonna di S. Sisto of Raphael, the Heroes of Phidias, 
Leonardo's Last Supper, and Scopas's group of the Niobe 
and her Children, belong not exclusively to Catholic Italy, nor 
to heathen Greece. In all places, in all times, their power 
must be felt, and must produce its impression on the heart of 
the spectator. 

At the first glance it seems surprising that iu this most 
flourishing period of modem Art there should appear no single 
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supreme representative, as a prominent centre, to which all 
the others tend like the radii of a circle ; no highest consum- 
mation which can be considered as the term — the keystone, as 
it were, of tliis wondrous building. On the contrary, many 
individuals, many works of Art of various kinds, all equally 
estimable, are presented to our view. Even artists not espe- 
cially gifted, have, in this favoured time, produced some 
works of high perfection ; and although criticism may here 
and there detect external deficiencies, the same spirit of divine 
beauty breathes from them all; they still afford a higher 
gratification to the mind than the works of any other period, 
either earlier or later. But such is the essence of beauty, it 
is confined to no fixed canon, it pervades life in its whole 
extent, and may still be conceived freely, and represented in 
a freely created form, by the gifted artist, according to his 
individual feeling. Its principle is that of the sunbeam, which 
though broken into various colours by the prism, is, in each 
portion, equally saturated with light. 

Thus, in the period we now approach, we shall find several 
prominent groups, each of which, in cultivating peculiar 
qualities, produced the grandest works. We shall become 
acquainted with the individual majsters who form the centres 
of these groups, and whose characteristics have been impressed 
more or less forcibly on their scholars and imitators. 

The general course of history which is coincident with this 
wonderful epoch of Art, would seem, at first sight, to warrant 
no such high results. The period was one totally unfiivour- 
able to the political interests of Italy. It was the time of the 
Leagues, and of the shallowest experimental policy that ever 
had been known. At that time foreign dominion established 
itself once and for ever in the land. But the highest develop- 
ment of art is not immediately dependent on the position of 
the State. Besides the conquerors and the politicians, who at 
that time disordered all its springs, Italy fortunately possessed 
princes like Pope Julius II., and magistrates like Pietro 
Soderini, who were keenly alive to those real and lasting 
benefits which a country derives from Art. She possessed 
also rich corporations who gave form and object to the aspira- 
tions of a painter, while they guaranteed his daily existence ; 
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and finally she possessed a people in whom a feeling for all 
that was great and beautiful had been excited, and who were, 
at that time, conscious of being the first nation in the world. 

Any endeavour to trace the state of Italian civilization of 
the fifteenth and sixteenth centuries, in its proper relation as 
the basis of Art, would lead us too far into historical questions. 
Some remarks, however, may be permitted. We are much 
accustomed to regard only the immoral aspect of the Italy of 
that day, forgetting the infinite freshness and elasticity of the 
people, that indestructible juvenility from which the upper 
classes of the nation were constantly receiving new sources of 
moral life. Though the manners, here and there, were sunk 
in the deepest depravity, yet civilization might be said to 
flourish in the truest sense 'of the wprd. Then arose among 
the people not only a common consent, but a positive love for 
the beautiful and dignified in life ; for that which, since the 
decline of the ancient world, had appeared to slumber, and 
which now set its high stamp alike on literature, poetry, and 
manners, on the artistic enhancement of every accessory of 
life, as well as on the free urbanity of social intercourse. A 
style of architecture now appeared, combined from the remi- 
niscences of antiquity and the requirements of the day, which, 
however it may show the want of that inward principle which 
accompanies all derived and composite creations (such, for 
example, as the Italian language itself), developed a new 
beauty in form and a new harmony of proportion. This was 
the time, therefore, for sculpture and painting to flourish in 
their fullest freedom and grandeur. The epoch of ecclesiastic- 
political strife had passed away,, leaving a certain indifierence 
behind it, and even the church no longer required art to 
minister to edification as such, but rather to supply that 
beautiful and living type of form which is in itself the symbol 
of the High and the Infinite. In addition to this, profane 
and classic art had come greatly into vogue. In the province 
of art, ajs well as in every other belonging to Italian civiliza- 
tion, respect for antiquity became an element of the highest 
importance. Poetry and the plastic art were now enriched 
by subjects and models of indisputable normal value. It is 
admirable, too, to observe the freedom and independence with 

n3 
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which the great men of the day availed themselves of this 
assistance. We find no traces of laborious copyings— none 
were needed by a race who had themselves acquired every 
detail of plastic form afresh. The period of Raphael was not 
indebted in the first instance to the antique, but rather felt 
itself marvellously inspired by its spirit ; and borrowing from 
it not the merely national and accidental, but the immutable 
and the infinite, it was itself enabled to reproduce the im- 
mutable and the infinite likewise. 



CHAPTER I. 

LEONARDO DA VINCI AND HIS POI»LOWER8. 

At the head of this new period stands Leonardo da Vinci.' 
His works are the first which afford complete satisfaction to 
the eye and mind, for although contemporary with many of 
the artists already mentioned, he was not, like them, bonfined 
to one direction. Leonardo was bom in the year 1452, at 
Vinci, a castellated village in the Val d'Amo ; he died in 
France, in 1519. Distinguished alike by gifts of body and 
mind, he appears to have possessed an unparalleled versatility, 
united with indefatigable zeal in extending his inquiries and 
enlarging the sphere of his attainments. He was handsome, 
well-formed, and endowed with surprising bodily strength ; he 
was master of all the knightly exercises of riding, dancing, 
and fencing ; as an architect he constructed several edifices, 
particularly in Milan, and lefl designs for others. He was 
a sculptor, painter, musician, and poet ; he applied himself 
zealously to all the sciences necessary to the improvement of 
Art, particularly anatomy (both of men and horses), mathe- 
matics, perspective, mechanics, etc. ; he has also left several 

^ C. Amoretti, Memorie Storiche su la vita, gli studj e le opere di LioDardo 
da Vinci, Milano, 1804. — L. da Vinci, by Hugo Count Gallenberg, Leipzig, 
1834, — A mediocre translation of the last, witii some extracts from German 
authors. — ^Brown, The Life of L.^.da Vinci, London, 1828. — Outlines in 
Landon. — ^Vies et (Euvres, etc., t. L. da V. The engravings by Fumagalli, — 
Scuola di Lionardo da Vinci in Lombardia, Milano, 1811 ; are very important 
for Leonardo and his schooL 
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works on physics. Descriptions of playful mechanical con- 
trivances have been preserved, with which he amused himself 
and others ; he invented all kinds of machines for swimming, 
diving, and flying ; a compass, an hygrometer, etc. Some of 
his schemes were grander and more important ; for example, 
that of cutting a canal to unite Florence with Pisa : the actual 
completion of similar works occupied much of his time else- 
where. Another plan — bold, but for him not impossible, was 
to raise the ancient baptistery or church of S. Giovanni at 
Florence from the ground, by a sub-structure, to do away 
with the somewhat sunken appearance, which has so unpleasing 
an effect in this otherwise beautiful building. Finally, we 
must not omit his exertions and numerous inventions in mili- 
tary architecture. 

But the centre of all the various powers of this great man 
was his prevailing love for the plaistic arts — for painting espe- 
cially, to which he dedicated the greatest and best part of his 
active life. His anatomical studies have been already men- 
tioned. The same zeal which he applied to the study of mere 
form was extended to all its nianifestations of life. None 
could be more eager, more quick, in observing and seizing the 
expressions of the passions, as they are displayed in counte- 
nance and gesture. He visited all the most frequented places, 
the scenes where the active powers of man are most fully 
developed, and he drew in a sketch-book, which he always 
carried with him, whatever interested him.^ He followed 
criminals to execution, in order to witness the pangs of the 
deepest despair ; he invited peasants to his house, and related 
laughable stories to them, that he might learn from their 
physiognomies the essence of comic expression. Inanimate 
nature he studied with the same earnestness. Of his various 
writings on Art, the * Trattato della Pittura ' has descended 
to our times, and still forms a very useful compendium. 

If this disposition to careful study shows the sure foundation 
on which the style of Leonardo is based ; if a just conception 
and characteristic representation of what was before him are 

1 Single heads and caricatures are still to be seen in different collections. 
Others are preserved to us by the engravings of W. Hollar and Jac. Sandrart. 
See the German translation of Yasari, vol. iii. p. 16. 
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to be considered as the elements of his practice, he displays on 
the other hand a profound subjective feeling, a refined, enthu- 
siastic sentimentality, which in some sort may be compared 
with the characteristics of the Umbrian school. In some of 
his works one or other of these two tendencies predominates ; 
in his principal ones, on the other hand, both seem to balance 
each other in the purest harmony, elevated to so high a degree 
of perfection by this union of the power of thought with the 
feeling for beauty of form, that Lwnardo is justly entitled to 
take one of the first places among the masters of modern Art. 
He who investigated common life eyen to its minutest modi- 
fications and details, could also represent the holy and divine 
with a dignity, calnmess, and beauty of which the greatest 
genius only is capable. 

Leonardo was the natural son of a certain Pietro, a notary 
of the Signoria of Florence, by whom he was placed in the 
school of Andrea Verocchio. From this master he must have 
derived his inclination for the double study of sculpture and 
painting. The Baptism of Christ, in which an angel done by 
the scholar is said to have deterred the master from the prac- 
tice of painting, has been already mentioned (p. 214). Little 
is known of other early works of Leonardo. It is related that 
he once painted a fabulous monster, and made studies for it 
from toads, serpents, lizards, bats, etc., ^of which he had a 
whole menagerie ; his own father drew back in fear from the 
horrible picture, but afterwards sold it at a high price. He 
also painted a head of Medusa, lying on the earth amidst all 
sorts of reptiles : it is supposed to be the same now in the 
gallery of the Uffizj at Florence ; it seems, however, more 
probable that this is a later but very excellent copy of the 
original.* This picture, which is deficient in marking as 
compared with Leonardo's usual style, is still very masterly 
in many respects ; the faded, sallow colour, the dark vapour 
issuing from the mouth, the convulsion of death in the glassy, 
fixed, expiring eyes, are all powerfully expressed. Two car- 
toons of his early time were particularly famous : one repre- 
sented Neptune, in a stormy sea, surrounded by nymphs and 
tritons ; the other, the Fall of Man, in a beautiful and elabo- 
* RiUDohr, Ital. Forsch., ii. 307. 
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rate landscape to represent Paradise : neither of these exist. 
It is difficult to decide with regard to other early productions 
ascribed to Leonardo da Yinci ; a critical investigation of his 
works has as yet been only partially undertaken ; by far the 
greater part of those which bear his name in galleries are 
later imitations or the work of his scholars. Besides a Ma- 
donna, with a vase of water with flowers, in the Borghese 
Gallery (which, however, was no longer there in 1846), we 
must mention two portraits existing in Florence — the one that 
of a youth in the gallery of the Uffizj; the other that of 
Ginevra Benci, in the Pitti Palace, an unpretending but intel- 
ligently conceived picture of the greatest decision and purity 
of drawing and modelling. 

In the year 1482 Leonardo was invited to the court of 
Lodovico Sforza il Moro, then regent, afterwards Duke, of 
Milan. This prince, although an usurper, showed the greatest 
zeal in cherishing learning and Art : in this course he followed 
alike his own inclination and the example of other Italian 
sovereigns. Learned men, poets and artists were invited to 
his court, and Leonardo, according to Yasari, recommended 
himself at first as a musician and improvisatore. The founda- 
tion of an academy of Art, the earliest establishment of the 
kind,* was soon entrusted to him : his works on Art * appear 
to have been composed for it; and the numerous scholars 
whom he formed in Milan bear testimony to his great efificiency 
in this institution. 

Of the various undertakings conducted by Leonardo for 
Lodovico Sforza, we shall turn our attention to those only 
which have reference to the formative arts. Two are espe- 
cially remarkable ; they employed him during the greater part 
of his stay in Milan (till 1499). One was an equestrian 
statue, intended to have been cast in bronze, of colossal 
dimensions, in memory of Francesco Sforza, father of Lodo- 

* [According to Richa, Notizie Istoriche delle Chiese Fiorentine (Firenze, 
1754-1762), vol. viii. p. 191, the Florentine Academy is much older, since 
it dates from the time of Giotto. — Ed.] 

« Trattato della Pittura. A great number of editions. The first appeared 
in Paris, 1651, with a life of Leonardo, by Raphael Dufresne. The best is 
that of Rome, 1817 ; Gugl. Manzi. There ar6 several French and German 
translations. 
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vico. Leonardo had made the profoundest anatomical studies 
for the horse. When the first model of the monument was 
finished, it was carried in a festal procession, as the most 
splendid part of the pomp, and was unfortunately broken. 
With unwearied patience Leonardo began a new one, but 
from the want of means — ^a want which pressed upon Lodovico 
in the latter years of his government — it was never cast ; and 
when Milan was conquered by the French, in 1499, the model 
was made to serve as a target by the Gascon crossbowmen. 

His second great work was the Last Supper, painted in the 
refectory of the convent of S. Maria delle Grazie, on a wall 
28 feet in length, the figures being larger than life.* The 
fate of this inimitable picture is not less tragical than that of 
the statue. Had it been practicable, as Francis I. desired, 
to break down the wall and carry the painting into France, 
sixteen years after it was finished, it might have been pre- 
served perhaps to our day. The determination of Leonardo 
to execute the work in oil-colours instead of fresco, in order 
to have the power of finishing the minutest details in so great 
an undertaking, appears to have been unfortunate. The con- 
vent, and probably the wall on which the picture is painted, 
were badly constructed, and the situation of the wall between 
the kitchen and refectory was far from favourable. An inun- 
dation, too, happened in Milan in 1500, owing to which the 
refectory remained for a time partly under water, and the bad 
masonry of the hall, already predisposed to damp, was com- 
pletely ruined. From these and other circumstances the 
colours had entirely faded, as early as the middle of the six- 
teenth century. In 1652 a door was broken open, under the 
figure of the Saviour, which destroyed the feet. Under a false 
pretext of giving it a coat of varnish, the picture was entirely 
painted over in 1726 by an unfortimate bungler named Belotti. 
In 1770 it was retouched a second time by a certain Mazza, 
from whose miserable work three heads only were saved. In 
1 796, when Napoleon led the French over the Alps, he gave 
express ordei-s that the room should be respected. Succeeding 
generals disregarded these orders: the refectory was turned 

* Giua. Bossi, Del Cenacolo di Lionardo da Vinci, Milano, 1810.— Goethe*« 
Works, xzxix. 97. 
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into a stable, and afterwards into a magazine for hay, etc. 
Now, when the ruins of the picture only exist, a custode has 
been appointed, and a scafiblding erected to admit of closer 
examination — not of Leonardo's work, for almost all trace of 
it has disappeared, but of its sad vicissitudes and of the out- 
rages which have been committed upon it. 

As the original is all but lost to us, the cartoons which 
Leonardo sketched of the single heads, before he executed 
them in the large size, are of the greatest interest, as are also 
the copies executed for various other places, partly by his 
scholars, partly even under his own immediate direction. The 
cartoons are executed in black chalk, and slightly coloured : 
the Head of Christ is in the Brera at Milan ; ten Heads of 
the Apostles, some of them of enchanting beauty, are in 
the collection of the King of Holland at the Hague ; three 
others in private collections in England. Several slight 
sketches are in the Academy at Venice ; an original drawing, 
a study for the whole composition, is in the Royal collection of 
drawings at Paris. Among the numerous more or less accu- 
rate copies, those by Marco d'Oggione, a scholar of Leonardo, 
are particularly distinguished ; one of these in oil, the size of 
the (Higinal, was formerly in the Certosa at Pavia, and is at 
present in the Academy in London ; another is in the refectory 
of the convent at Castellazzo, not &r from Milan. There 
have been many modem attempts, aided by these materials, to 
restore the composition of Leonardo in a worthy manner; 
among these may be mentioned the engp*aving of Raphael 
Morghen, and (more especially) the cartoon of the Milanese 
painter Bossi, the size of the original, now in the Leuchtenberg 
gallery at Munich. From this cartoon Bossi painted a copy 
in oil, to be repeated in mosaic. The mosaic is at Yienna, in 
the Ambras Gallery. By these means a general idea at least 
of Leonardo da Vinci's Last Supper has been preserved. 

"We perceive, in the first place, that the traditional style of 
composition handed down from an earlier period is adhered 
to; the assembled guests sit on the further side of a long 
narrow table, Christ being seated in the middle — the most 
dignified of all arrangements, unless we give up the idea of a 
repast, like, for example, Luca Signorelli and Fiesole, who 
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rather represented the Sacrament of the Eucharist. The 
arrangement seems, moreover, particularly suitable to the 
refectory of a convent, where the monks are seated exactly in 
the same manner, and where the picture, placed opposite to 
their tables, connects itself with their circle, but is exalted 
above them by the higher situation and greater size of the 
figures. This mode of composition, which betrayed the earlier 
artists into a disagreeably stiff and monotonous representation, 
and seems so unfeivourable to the development of an animated 
action, is here enlivened in the most varied manner, while a 
most naturally imagined connection reduces it to an harmonious 
whole. The figure of Christ forms the centre ; he sits in a 
tranquil attitude a little apart from the others ; the Disciples 
are arranged three and three together, and they form two 
separate groups on each side of the Saviour. These four 
groups in their general treatment indicate a certain corre- 
spondence of emotion, and a harmony in movement, united 
however with the greatest variety in gesture and in the ex- 
pression of the heads. The gradations of age, from the tender 
youth of John to the grey hairs of Simon; all the varied 
emotions of mind, from the deepest sorrow and anxiety to the 
eager desire of revenge, are here portrayed. The results of 
Leonardo's careful studies in physiognomy, the power of ex- 
pressing a definite idea and word by means of the countenance 
and movements of the hand, are here displayed in highest 
mastery. 

The well-known words of Christ, " One of you shall betray 
me," have caused the liveliest emotion in the sorrowing party. 
Christ himself, his hands extended, inclines his head gently 
on one side with downcast eyes. A sketch for the head of 
Christ, on a now torn and soiled piece of paper, preserved in 
the gallery of the Brera, expresses the most elevated serious- 
ness, together with divine gentleness, pain on account of the 
faithless disciple, a full presentiment of his own death, and 
resignation to the will of the Father ; it gives a faint idea of 
what the master may have accomplished in the finished picture. 
The two groups to the left of Christ are full of impassioned 
excitement, the figures in the first turning to the Saviour, 
those in the second speaking to each other ; horror, astonish- 
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ment, suspicion, doubt, alternate in the various expressions : 
on the other hand, stillness, low whispers, indirect observation, 
are the prevailing expressions in the groups on the right. In 
the middle of the first group sits the betrayer, a cunning, 
sharp profile ; he looks up hastily to Christ, as if speaking the 
words, " Rabbi, is it I ?" while, true to the Scriptural ac- 
count, his left hand and Christ's right hand approach, as if 
unconsciously, the dish that stands between them. 

It has already been remarked that great uncertainty prevails 
about many of the works ascribed to Leonardo, and that by 
^ the greater part are the works of his scholars. Leonardo 
could never satisfy himself: he painted slowly, and left many 
works unfinished, which is also accounted for by the many 
interruptions to his artistic life. Those ideas and conceptions, 
nevertheless, to which his mind gave birth, however slight in 
form, were sufficient to occupy the labours of a whole school, 
and to imprint on it the stamp of his genius. The entire series 
of his original inventions is only known by the works of his 
scholars. We shall in the following pages mention only the 
more important of them. Among the smaller pictures executed 
by Leonardo in Milan, the portraits of two ladies beloved by 
Lodovico Sforza, Cecilia Gallerani and Lucrezia Crivelli, are 
particularly celebrated ; the first is said to be in Milan, the 
second in Paris. This latter is that earnest and exquisitely 
beautiful head called " La belle Ferroniere." ^ Though bear- 
ing traces of that severe school which reminds us of the art of 
the fifteenth century, it is of unusual delicacy of modelling, 
and at the same time fi'ee from that artificial effect of chiaro- 
scuro which belongs to the less pleasing side of Leonardo's 
school. In the collection of the Ambrosian Gallery at Milan 
is a series of very interesting small works. Among them 
may Jje distinguished the portraits of Lodovico and his wife 
painted in oil, in the early and rather severer manner of the 
artist : also some portraits sketched in crayons ; among these, 
a Head of a Lady with downcast eyes is in the highest degree 
charming yet dignified. Also the half-length figure of a 
youthftd John the Baptist (in the Louvre), belonging probably 

* [Dan, in his Tre'sor de Fontainebleau, published in 1642, calls this a 
Dachess of Mantua. See Dr. Waagen, Kunstwerke in Paris, 1839. — Ed.] 
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to the earlier period of the master. A very decided effect of 
chiaroscuro is, however, here aimed at, with an expression of 
enthusiastic ecstasy, wrought up to a pitch which borders on 
the sentimental. 

One of Leonardo's most fiunous pictures, La Carita — a 
Mother with several children — ^also belongs to the period of 
his residence in Milan ; it was formerly in tiie old gallery at 
Cassel, and is now come to light again, as it appears, in the 
gallery of the Hague. It formerly represented a naked figure 
of Leda, standing, with the two children — some scruples of 
decorum have converted it by orer-paintings into a Charity.^ 

Besides these, there are many excellent originals of Leo- 
nardo's in Milan and the surrounding country, as well as 
numeroui$ copies of the same subjects by his scholars, which 
attest his full employment in that city. Among these is a 
Madonna and Child, formerly in the possession of the Araciel 
femily. The Madonna holds the child with both hands ; he 
reaches his hand to her chin, as if to kiss her ; his face is still 
turned to the spectator, towards whom she also looks, as she 
bends down her head. The expression of the whole is fasci- 
nating, and the picture beautifully finished. A half-figure of 
a Mater Dolorosa, too, is grand and noble, with the most 
touching expression,* 

* Rumohr (Drei Reisen in Italien, p. 70) says of this picture, — " In thia 
work, of which I have a lively recollection, I distinctly recognise the scholar 
of Verocchio, and the companion of Lorenzo da Credi, whose children these 
much resemble ; only that there is more intelligence here in every part — 
more depth of character and expression. In the countenances of the mother 
and the children, especially of the little one upon her arm, there is an expres- 
sion of grief and longing which I cannot describe. The picture was called a 
Cariti. Italian painters of later times have represented similar groups 
under the same name, but always in the form of a mother delighting in the 
blooming offspiing around her. Leonardo, however, seems to have departed 
from this obvious sentiment. It was his nature to overlook that which lay 
nearest to him. He either intended, by the mournful and longing expression 
he has given to the group, to allude to the idea of the lost Paradise, or he had 
some other mystical thought in view, to which those who afterwards adopted 
the subject had lost the key. As far as I remember this picture was painted 
in oil. For this reason, and also because Vasari makes no mention of it, I 
am inclined to consider it a production of his Milanese time. The opaque, 
violet, local colour of his carnation agrees with the portraits of Lodovico 
Sforza and his wife, which are in the Ambrosiana Gallery at Milan," See 
also a notice by Passavant, Kunstbl., 1844, p. 118. 

* On both compositions, see Fumagalli, Scuola di Leonardo, &c., before 
quoted. 
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The composition of a Holy Family by Leonardo (la Vierge 
an bas relief) is frequently found repeated in this neighbour- 
hood. The original, it appears, is in England. The Madonna 
holds the infant Christ on her lap, and embraces the little St. 
John, who kneels with folded hands to receive the blessing 
and caresses of Christ. In the background on the right stands 
Joseph, with folded arms ; his aged head, with a somewhat 
exaggerated expression of joy, is finished to excess ; on the 
left is Zacharias.* In the Hermitage at St. Petersburgh there 
is a similar composition, with the exception of the little St. 
John ; a figure of St. Catherine is also introduced in the place 
of Zacharias. This latter picture was executed 1513, during 
Leonardo's later residence in Rome. 

After the conquest of Milan Leonardo returned to Florence, 
his native city, and remained there some years : to this period 
belong some important works. The first, executed directly 
after his arrival, a cartoon of the Holy Family (called the 
" Cartoon of St. Anna"), when publicly exhibited, was the 
admiration of the whole city. The Virgin is holding the 
child on her lap, who is turning towards the little Baptist. 
St. Anna, who is sitting by, is looking with ecstasy at the 
Virgin, and pointing upwards, as if to indicate the divine 
origin of the infant. The grace of the children, the blissful 
expression of the gran(imother, and, above all, the lovely 
modesty and humility on the countenance of the Virgin, are 
wonderfully given. The original cartoon, executed in black 
chalk, and in good preservation, is in the Royal Academy in 
London.* Pictures by Leonardo's scholars, from this or some 
similar composition, are frequent. The best of them — gene- 

^ Passavant, Kunstreise, p. Ill ; engraved by Forster, 1835. A copy in 
the Brera at Milan is ascribed in Fumagalli*s work to Cesare da Sesto. — 
[The picture above mentioned, formerly in the possession of Messrs. Wood- 
bum, is now the property of the Earl of Warwick. One arm of the infant 
Christ (not of the Virgin) is round the St. John. — Ed.] 

* [Parts of this drawing (for example, the lower portion of the figure of 
the infant Christ) have either been effaced by time, or were originally un- 
finished : the cartoon is now kept under a glass. The pictures to which the 
author alludes — no less than lour exist in various collections — appear to 
have been done from a different composition ; at all events Vasari's descrip- 
tion corresponds only with the drawing in question. Hence the best con- 
noisseurs have concluded that this is the cartoon which was so celebrated in 
Florence. fcJee Dr. Waagen, Kunstwerke in Paris, p. 426. — Ed.] 
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rally, though erroneously, ascribed to Leonardo himself — is in 
the Louvre. Here the Virgin is seated on the lap of St. 
Anna — a playful, but at first sight strange representation of a 
sacred scene, which would lead to the conclusion that there 
was an affinity between the minds of Leonardo and Correggio. 
The well-known refined type of his female heads, with the 
small chin and the graceful smile, sometimes approaching to 
a coquettish expression, is rather mannered in this picture, 
though the original cartoon is free from all such tendency, 
and is of the highest nobility of sentiment. 

A second larger cartoon, executed by Leonardo in Florence, 
and described as one of the greatest master-pieces of modern 
Art, shared the fate of his equestrian statue and Last Supper. 
It was a conunission from the city, and executed in compe- 
tition with Michael Angelo in the year 1503.* It was in- 
tended that paintings should be executed from them in the 
Palazzo Vecchio. Leonardo took for his subject the victory 
of the Florentines over Nicolo Picinnino, general of Filippo 
jMaria Visconti, Duke of Milan, in 1440, at Anghiari in 
Tuscany ; Michael Angelo, a scene from the Pisan campaigns. 
The former chose the last yet doubtfiil moment of victory ; 
the latter, that in which the battle is just begimiing. When 
these masterly and highly finished cartoons were exhibited, 
the young artists poured in from all sides to make them their 
study, and they appear to have exercised a decided influence 
on the full development of modem Art. Both cartoons have 
perished : Eubens copied from Leonardo's a group of four 
horsemen fighting for a standard ; this is engraved by Edelingk, 
and is just sufficient to make us bitterly deplore the loss of 
this rich and grand work. 

Among the works which Leonardo executed in Florence is 
an Adoration of the Kings, of a large size, in the gallery of 
the Uffizj. It can only be called a cartoon, since the light 
brown dead-colour intended to indicate the masses of shadow 
is all that is finished. It is, however, a rich and beautifully 
arranged composition, in which the general excitement caused 

* [They were not done precisely at the same time : Michael Angelo' s was 
not completed and shown till 1506. See Passayant, Rafael Yon Urbino, 
i. 114.— Ed.] 
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by the occasion is brought forward as the chief idea, in a new 
and masterly way. Some female portraits also belong to this 
time, one of which Yasari characterises as *' divine/' being 
that of Mona lisa, wife of Giocondo, a friend of Leonardo's. 
This is in the Louvre — a picture of extraordinary loveliness 
and of exquisite finish. The painter worked at it for four 
years, and pronounced it still unfinished. Even in its present 
utterly ruined condition there is something in this wonderful 
head of the ripest southern beauty, with its airy background 
of a rocky landscape, which exercises a peculiar fascination 
over the mind. The hands of the lady are of the purest form 
and grace. There are several copies of it in galleries — 
(me, for instance, is at Munich. To this period is also as- 
signed a portrait of a celebrated old warrior in the Dresden 
Gallery, Giangiacomo Trivulzi, field-marshal of Louis XII. 
of France ; but according to some authorities this is from the 
hand of the younger Holbein, and is supposed to represent a 
goldsmith of the name of Morett. We shall dwell further on 
this strange appearance of Holbein on the scene, which is not 
the only occasion on which we shall find him. The portrait 
of a beautiful woman with a child, in the Pommersfelden 
Gallery, belongs also to this period. 

After Leonardo had for a series of years exercised his 
talents in Upper Italy, principally as an engineer, he pro- 
ceeded, in 1513, to Rome, where, however, he did not long 
remain. To this time a Madonna, painted on the wall of the 
upper corridor of the convent of S. Onofrio, is said to belong. 
It is on a gold ground : the action of the Madonna is 
beautiful, displaying the noblest form, and the expression 
of the countenance is peculiarly sweet ; but the Child, not- 
withstanding its graceful action, is somewhat hard and heavy, 
so as almost to warrant the conclusion that this picture be- 
longs to an earlier period, which would suppose a previous 
visit to Rome. 

One of Leonardo's most beautiful pictures is in Rome, in 
the Sciarra palace — two female half-figures of Modesty and 
Vanity. The former, with a veil over her head, is a parti- 
cularly pleasing, noble profile, with a clear, open expression ; 
she beckons to her sister, who stands fronting the spectator. 



286 MASTERS OF THE SIXTEENTH CENTURY. Book V. 

beautifully arrayed, and with a sweet seducing smile. This 
picture is remarkably powerful in colouring and wonderful] j 
finished, but, unfortunately, has become rather dark in the 
shadows.^ Another half-figure of Vanity, with uncovered 
bosom and flowers in her hand, an extremely finished picture, 
formerly in the collection of the Prince of Orange at Brussels, 
now probably at the Hague." 

Another and very beautiful composition of Leonardo's, 
executed probably by Luini, representing Christ with the 
Doctors (also half-length figures), has migrated from the 
Palazzo Aldobrandini in Rome to the National Gallery in 
London. Christ is here represented as a youth of great 
beauty, serenity, and depth of expression ; the heads of the 
Doctors also are full of life and character. Many copies of 
this picture exist ; one of the finest is in the Spada palace at 
Rome. 

In 1516 Leonardo was invited to the court of Francis I. 
It is uncertain whether the following pictures, now in Paris, 
belong to this or to an earlier period: — for example, the 
charming portrait called La Belle Ferroniere, the reputed 
mistress of Francis I., but which, according to another opinion, 
is that of Lucrezia Crivelli: — ^the beautiful Holy Family, 
known by the name of La Yierge aux Rochers ; in this the 
Virgin kneels in a roniantic rocky scene; the infant Christ 
is before her, held by an angel ; the little St. John, whom 
she embraces, is adoring : this picture is of a simple, graceful 
character, but is unhappily much injured. The somewhat weak 
and hard composition is sufficient, however, to show that this 
is not the original picture." Another Holy Family, in which 
the Archangel Michael is extending the scales to the Infant 
Saviour (la Vierge aux Balances), was probably executed by 
Marco d'Oggione. The so-called portrait of Charles VIII. 
is probably by Antonio Beltraffio, and a sitting Bacchus in 
a landscape (originally, perhaps, St. John the Baptist) by 

* Fumagalli (Scuola di Lionardo) ascribes this picture to Luini. Accord- 
ing to Rumohr, it was painted by Salai, in conjunction with his master. — 
Drei Reisen, p. 316. 

• Passavant, Kunstreise, p. 393. 

8 [Probably painted by some scholar from a design by Leonardo. Several 
rei>etition8 exist. See Dr. Waagen, Kunstwerke in Paris, p. 426. — Ed.] 
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some other scholar. Finally, a small Madomia with both the 
children can in no way be attributed to Leonardo, but is 
probably entirely by Perino del Vaga. A youthful Christ 
in the act of benediction, of the sweetest expression, is in the 
Borghese palace at Rome : it is a good Milanese school specimen. 

Leonardo died in the year 1519 — according to a story not 
well authenticated — ^in the arms of the king, who had come to 
visit the beloved artist in his last illness.^ 

Before we proceed to speak of the scholars formed by Leo- 
nardo in the Milanese Academy, we must notice some artists 
who belong properly to a former period, but on whose later 
education he exercised a decided influence. One of these, 
Piero di Cosimo, a scholar of Cosimo Rosselli, was a rival of 
Leonardo in his early Florentine time. In Piero's pictures 
there is an evident desire to measure himself with his great 
contemporary: he is occasionally successful in chiaroscuro, 
but is totally deficient in the nobleness of feeling so striking 
in Leonardo. His principal works are in Florence. An 
altar-picture, done for the church Agli Innocenti, is now in the 
small gallery of that institution ; another is in the gallery of 
the Uffizj. A Coronation of the Virgin also is in the Louvre. 
The artist is described as a man given up to gloomy fancies, 
and this character is impressed upon his works, especially in 
those small pictures in the Uffizj which represent the history 
of Perseus. His landscape backgrounds are generally very 
excellent. There is a good picture of his in the Berlin 
Museum, — a recumbent Venus playing with Love, a sleeping 
Mars in the background. The same fantastic character is 
here visible, but united with a soft and occasionally beautiful 
execution. 



» [This story having been repeated since it was shown to be unfounded, 
it may be as well once more to give the grounds on which it has been 
doubted. Leonardo died at Cloux near Amboise, May 2, 1519. According 
to the journal of Francis I., preserved in the Royal Library at Paris, the 
Court was on that day at St. Germain en Laye. Francesco Melzi, in a letter 
written to Leonardo's relations immediately after his death, makes no men- 
tion of the circumstance in question. Lastly, Lomazzo, who communicated 
so much respecting the life of the great artist, distinctly says that the king 
first learned the death of Leonardo from Melzi. See Amoretti, Memorie, 
etc., Milan, 1804, and the notes to the last Florentine edition (1838) of 
Vasari.— Ed.] 
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Lorenzo di Credi was a contemporary of Leonardo in the 
school of Andrea Verocchio, but followed less the manner of 
his master than that of his companion. He has copied some 
of Leonardo's pictures most successfully. His ori^nal sub- 
jects are generally limited to the narrow circle of tranquil 
Madonnas and Holy Families ; these he painted in a simple, 
graceful manner, with occasionally something of the style of 
Perugino. There are some excellent pictures by him in the 
gallery of the Ufl&zj ; — for example, two beautiful round pic- 
tures of the Madonna adoring the Lifant ; and more especially 
three others with smaller figures — ^the Madonna and St. John, 
Christ as a gardener with Mary Magdalen, and the Woman 
of Samaria at the Well ; — all expressive of the deepest feeling, 
with excellent colouring and exquisite execution. His prin- 
cipal work is a Nativity, in the Academy at Florence, of 
larger size, which unites in the happiest manner the style of 
Perugino with the freer feeling of the Florentines. In the 
Cathedral of Pistoja is a charming Madonna with two saints ; 
the background composed of architecture, flowers, and land- 
scape. Of all the foreign galleries the Berlin Museum possesses 
the best pictures by this master. 

Giovanni Antonio Sogliani was a scholar and successful 
imitator of Lorenzo. Some of his Madonnas, of a pleasing, 
mild character, are in the Florence Academy. An ex- 
cellent copy, by him, of Lorenzo's Nativity, is in the Berlin 
Museum. 

To these may be added a less distinguished artist, Giu- 
liano Bugiardini, who in most of his works appears in like 
manner as an imitator of Leonardo, but who only attained a 
weak resemblance to his milder expressions. There are speci- 
mens of his works in the Gallery at Bologna and in the Berlin 
Museum. 

The distinguishing qualities of Leonardo were variously 
repeated by his scholars, according to their own individued 
peculiarities. Although none attained to his eminence, a 
certain amiable and pure spirit, reflected from his noble mind, 
pervades the whole school. This spirit seems to have pre- 
served his followers from falling into an unmeaning style, and 
a mere academic ostentation^ which characterize almost all 
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the schools founded by the other great masters of the time. 
The principal works of Leonardo's scholars are collected in 
Milan, particularly in the gallery of the Brera ; among these 
the frescos taken from suppressed convents are the most 
interesting.' The most remarkable and the best known of his 
scholars are the following. 

Foremost among them stands Bernardino Luini (or di Luvino, 
a village on the Lago Maggiore), a master whose excellence 
has been by no means sufficiently acknowledged. It is true 
he rarely rises to the greatness and freedom of Leonardo ; 
but he has a never-£dling tenderness and purity, a cheerfulness 
and sincerity, a grace and feeling, which give an elevated 
pleasure to the spectator in contemplating his pictures. That 
spell of beauty and nobleness which so exclusively characterizes 
the more important works of the Baphaelesque period has 
here impelled a painter of comparatively inferior talent to 
works which may often rank with the highest which we know. 
The spirit of Leonardo, especially, was so largely imbibed by 
Luini, that his latest works are generally ascribed to Leonardo. 
This was the case for a long time with the enchanting half- 
length figure of the In&nt Baptist playing with the Lamb in 
the Ambrosian Gallery at Milan, and also with the delicate 
picture of Herodias in the Tribune of the Uffizj at Florence. 
The same may be said of a still more remarkable and ex- 
tremely beautiful picture — the Madonna between S. Catherine 
and S. Barbara in the Esterhazy Gallery at Vienna. This 
still bears Leonardo's name. Excellent judges do not hesitate 
even to ascribe those compositions which have become so 
celebrated imder Leonardo's name — the Christ disputing with 
the Doctors, and the pictures of Vanity and Modesty — to 
Luini, and that not only in the execution, but in the invention 
also. Otherwise the difference between his hand and that of 
the great master is seen in the immeasurable inferiority of 
his execution, especially in his modelling, and also in a greater 
universality of expression, which, compared with Leonardo's 
type, displays a close study of the Baphaelesque ideal. Luini 's 
colouring is fresh, even in his frescos, while, on the other 

> See Passavant, * Beitrage zur Geschichte der alien Maler Schulen in der 
Lombardei,' in Eonstbl. 1838, Ko. 69 and ftirther. 

O 
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hand, he does not seem to have understood the secret of har- 
monious composition. Milan is rich in the worics of Luini — 
the Ambrosian library, the Brera, ^d the private collections 
possess treasures of graceful easel pictures. In the cathedral 
at Como, besides an excellent altar-piece, there are two dis- 
temper pictures on canvas — an Adoration of the Shepherds, and 
an Adoration of the Bangs, with single figures of the most 
exquisite youthful beauty. But Luini is seen to most advan- 
tage in his frescos, the greater part of which have accrued to 
the Brera Gallery jBrom the walls of the suppressed churches 
of La Pace, and the convent della Felucca — the former repre- 
senting events from the life of the Vii^in, the latter classic 
subjects, handled in a more decorative manner, but full of 
nature. Still more excellent are Ms frescos from 0vid*8 
Metamorphoses, which are now preserved in the Casa Silva at 
Milan. In Luini's later works, on the other hand, a noble 
and mature strength developed itself; among these may be 
mentioned an excellent altarpiece, dated 1521, representing 
the Madonna enthroned, surrounded by saints ; it was taken 
from the church of the ;&era, and placed in the Gallery. The 
numerous works in the Monastero Maggiore (S. Mauririo), 
the altar-wall in the inner church (with the exception of the 
old altarpicture), and a chapel, are painted by him. Here we 
have the most beautiful figures of female saints, admirable 
heads of Christ, and lovely infant angels. From the dado, 
painted in brown chiaroscuro, to the roof, the walls are covered 
with masterly frescos, and the spectator can scarcely gaze his 
fill in this lavish display of fancy. On the wall above the 
entrance to the choir is a large composition representing the 
Crucifixion, containing about 140 figures; among which a 
group around the faulting figure of the Virgin, the fine fonn 
of the Centurion, those of the soldiers dividing the garments, 
and the Magdal^i kneeling in ecstasy, are particularly re- 
markable. The painter, however, has attained the highest 
perfecti(Mi in his figure of St. John, whose action and expres- 
sion are full of the loftiest inspiration and &ith. , Single 
figures also of great beauty are still preserved upon the 
different piers and walls of the church. There is also a very 
graceful Madonna in a lunette over the door of the Refectory, 



Chap. I. LEONARDO DA VINCI AND fflS FOLLOWERS. 291 

and a Last Supper in the Refeetoiy itself, much resembling 
Lecmardo's, but not a copy of it (perhaps not even the work 
of Luini). The frescos executed by Luini in the church at 
Sarono, about the year 1530,^ are not less distinguished ; these 
represent the history of the Virgin. Life is here painted in its 
most cheerful splendour, and yet with sincerest feeling ; the 
Adoration of the Kings is particularly rich in its invention, 
noble in style, ai»i delicately conceived ; it is also the best 
preserved. 

Aurelio Luini, son of Bernardino, is considerably inferior 
to his father ; he is in general an unpleasing mannerist. His 
Martyrdom of St. Yincenzio, in the Brera, is a suffident 
example — a large fresco, interesting only as the result of 
a suceess&l experiment to transfer a Iresco-painting to can- 
vas. 

Marco d* Oggione. — A clever painter in Leonardo's style, 
but wanting both the power of the master and the fascinating 
sweetness and deeper charm of Bernardino Luini ; a cold tone 
of colour {Nrevails throughout his works. His £rescos in the 
'Brerai, taken from S. Maria della Pace, are not very im- 
portant ; they generally want repose in composition, and are 
trivial in detail. Among his easei-pictures, on the contrary, 
some possess a beautiful, calm dignity, particularty the Three 
Archangels in the Brera, in which the drawing of the figures 
and bland expression of the countenances well deserve at- 
tention — a good Holy Family in the Louvre, and an altar- 
piece m S. Eufemia at Milan. His copies of Leonardo's Last 
Supper have been already mentioned. 

Andrea Salaino (Salai) resembles d'Oggione, with more 
freedom, more power and warmth of colouring. One of his 
principal works is in the Brera — a Madonna and Child, to 
whom St. Peter delivers the keys ; St. Paul stands behind. 
The picture is not important in composition, but is distinguished 
by its unconstrained action, after Leonardo's manner. His 
painting from Leonardo's cartoon of S. Anna deserves particu- 
lar conmiendation ; this also is in the Brera. Salaino's car- 
nations have usually a red, warm, transparent tone. 

1 With respect to the year, see Rumohr, Drei Reisen, etc., p. 309. 

o2 
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Giovan Antonio Beltraffio. — Gentleness is the characteristic 
of this artist ; his drawing, however, is somewhat timid and 
dry, thus indicating an affinity with the old Milanese school. 
His principal work is an altar-picture, painted for S. Maria 
della Misericordia at Bologna, and now in the Louvre — a 
Madonna and Child, between John the Baptist and St. Se- 
bastian, with the donors kneeling : the latter are very beautiful ; 
the St. Sebastian is simple and noble ; the Madonna, on the 
contrary, is rather ^constrained.* A S. Barbara, by the same 
artist, is in the Berlin Museum, — a figure of peculiarly grand, 
statue-like dignity. 

Francesco Melzi. — ^A noble Milanese (as was the artist 
last^mentioned) and a friend of Leonardo. His pictures are 
little known ; they are said to bear a strong resemblance to 
Leonardo's, and to be frequently mistaken for them. In the 
castle of Yaprio (one of the possessions of the Melzi) is a colossal 
fresco of a Madonna and Child, a very grand work, probably 
by him. A Pomona and Vertumnus, in the Berlin Museum, 
formerly ascribed to Leonardo, now bears the name of Fran- 
cesco. Vertunmus, in the form of an old woman, is rudely 
overpainted : the figure of Pomona, on the other hand, is well 
preserved, and is the finest specimen of a motive which re- 
peatedly occurs in this school. 

Cesare da Sesto. — ^A more important artist, who at a later 
period is found in the school of Raphael at Rome, and was on 
friendly terms with that master. His early works are pleasing, 
and resemble Leonardo's ; in his later we observe some of the 
peculiarities of the Roman school, which, however, do not 
combine quite happily with those of the Milanese. Among 
the former is a youthful Head of Christ, in the Ambrosian 
library at Milan, of very bland and imaffected expression, 
simply and beautifully painted ; also a beautiful Baptism of 
Christ, in the house of Duke Scotti at Milan, an excellent 
picture^ with a rich and very elaborate landscape. The latter 
is by the landscape-painter Bernazzano, who often painted in 
this manner with Cesare. In the Manfrini gallery at Venice 

^ During the time of the French usurpation this picture was in the central 
gallerj at Milan. I am ignorant whether it remains there, or where it is at 
present. 
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are two Madonnas, and as they are painted in the two styles 
above alluded to, they afford interesting points of comparison. 
A large altarpiece, representing the Madonna with St. Roch 
and other ssdnts, and displaying certain Raphaelesque ten- 
dencies, is in Duke Melzi's collection at Milan. Other 
pictures are in the Belvedere palace at Vienna. One of the 
largest pictures of Cesare's later time, an Adoration of the 
Kii^, with many figures, is in the Museo Borbonico at Naples. 
The Madonna and Child are in Leonardo's manner, the other 
figures in Raphael's ; but it is overladen in the composition, 
and displays that degenerate mannerism which soon crept in 
among the scholars of Raphael. 

Gaudenzio Vinci of Novara. — An altar-picture at Arona 
near Milan, distinguished by nobleness of mien and truth 
of expression. It leans to the manner of Perugino and 
Francia.' 

Other school contemporaries, of whom little certain or re- 
markable is known, were Pietro Eiccio (Gianpedrino?) — a 
St. Catherme between two wheels, in the Berlin Museum, is 
his ; Girolamo Alibrando of Messina ; Bernardino Fassalo of 
Pavia ; and finally, Bernardo Zenale, a scholar of the elder 
Vincenzio Civerchio, who later so devoted himself to Leo- 
nardo's manner, that a Madonna with Angels, now in the 
Brera, long passed for a work of the master's. 

Another Milanese of this time is Gaudenzio Ferrari, pro- 
perly speaking a Piedmontese from Valdugga* (1484-1549). 
This artist, strictly speaking, is not a scholar of Leonardo ; 
he appears to have proceeded from the old school of Milan, 
which maintained itself till the b^inning of the sixteenth 

* Schom. in the Tub. Emutblatt, 1823, p. 2. There is a picture in the 
Manfrini palace in Veoice attributed to Perugino (formerly, it appears, to 
Luini) ; the date inscribed on it is 1500 : it is probably a work by Gaudenzio. 
It represents Christ Washing tlie Feet of his Disciples. The arrangement is 
solemn and beautiful ; the apostles are simply ranged next each other; on the 
left, Peter sits at the basin, at the right Christ kneels, behind him John holds 
the napkin. The folds of the drapery are partly Peruginesque, partly in the 
manner of the old Venetian schools. In the heads the styles of the Umbrian 
and Venetian schools are mixed with that of Leonardo, or rather Luini ; one 
youthinl head is painted quite in the graceful manner of the latter. On the 
school of Leonardo generally, see Passavant in the Tub. Eunstblatt, 1838, 
No. 69, etc. 

* See ' Le Opere del pittore e plasticatore Gaudenzio Ferrari, dis. ed inc. 
da Sylvestro Pianazzi, dir. e descr. da G. Bordiga,' Milano, 1835. 
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centnrj. For some time also he studied in Perugino's ateHer, 
but the influ^ice of Leonardo is not to be mistaken. Like 
CSesare da Sesto, he worked at a later period und^ Raphael 
at Rome, and imbibed a great deal of the manner of that 
school. Together with this union of different influences, he 
had a peculiarly fentastic style of his own. It distinguishes 
him from his contemporaries, and, although never quite free 
from mannerism, it was the source of characteristic beauties. 
Gaudenzio was one of the most prolific painters of his time, 
and has bequeathed a quantity of frescos to posterity, which, 
in point of freshness of colour, are scarcely inferior to those 
of Luini, and might be studied in various ways with bendit 
by the pres^it fresco painters. His oil-paintings also are dis- 
tinguished for depth and clearness (not for harmony) of colour, 
also for intensity of expression, and for great animation and 
frilness of composition, although he is deficient in the nobler 
simplicity of the great masters. An early work of the highest 
merit, which shows the same affinity to Leonardo which his 
countryman Razzi (of Vercelli) displays, is in the Royal 
Grallery at Turin ; it represents the group lamenting over the 
Dead Christ. An altarpiece in the new sacristy 'of the 
cathedral o£ Novara, a Martyrdom of St. Catherine in the 
Brera at Milan (a work of the most masterly freedom), a 
Visitation in the Solly collection, and a particularly beautiful 
Madonna with angels and saints, under an orange-tree, in the 
choir of S. Cristoforo in the cathedral at Vercelli, belong to 
his best easel pictures. On the other hand two pictures in 
distemper in the cathedral at Como, with all their power, are 
negligent and mannered. In the gallery of the Brera are 
several frescos by him, principally taken from Santa Maria 
della Pace. Of these, three pictures representing the his- 
tory of Joachim and Anna (the parents of the Virgin) * are 
well worthy of notice. The side pictures contain the history 
of the couple after their separation. That on the left is 
peculiarly beautiftil, where St. Anna is seen sitting, eiKiuring 
the reproaches of her maid : both excellent and nobly drawn 
figures. The centre picture represents the consolation which 

* [See the Flos Sanctorum.— Ed,] 
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is granted to them. A rich city (Jerusalem) is in the 
background ; a stream of water which flows on to the fore- 
g^und divides the picture into two subjects. On the one side 
stands Amm, on the other Joachim with the shepherds, both 
looking up at the angels who announce their salvation. In 
the background, before the gates of the city, the couple meet 
and embrace. The grand freedom of the conception, com- 
bined with the dignity of the representation, makes this work 
particularly attractive. The frescos with which Gaudeozio 
decorated the celebrated Piedmontese place of pilgrimage, 
Varallo, are, however, his most comprehensive work. In the 
chapel of the Sacro Monte he rqpres^ited the Crucifixion in a 
larg^ composition, the principal fig^es being in relief and 
coloured like nature. Behind this the waUs are painted 
with a number of figures as spectators; the women in the 
beautiful Luinesque manner, the warriors on horseback in 
^mtastic knightly costume. Many figures, however, are 
somewhat extravagant and naturalistic. On the vaulted 
ceiling are eighteen angels lamenting, some of them of the 
finest expression. In the convent of the Minorites he painted, 
as early as 1507, a Presentation in the Temple, and a Christ 
among the Doctors ; and after 1510, the History of Christ in 
twenty-one pictures. These have all more or less affinity 
with Leonardo. The same may be said of a Madonna in six 
compartments, the so-called Ancona di 8. Gaud^izio. His 
later works are more indicative of the school of Eaphael : for 
example, an Adoration in a lunette of S. Maria di Loreto, not 
far from Varallo, executed after 1527. The Refectory of 
S. Paolo at Vercelli contains a Last Supper, which, though 
so greatly inferior, shows the unavoidable influence of Leo- 
nardo. Assisted by hb schdar Lanini (see further), Gau- 
denzio painted (1532-1535) the transept of the church of 
S. Cristoforo. The Birth, Annunciation, and Visitation of 
the Virg^, the Adoration of the Shepherds and of the Kings, 
the Crucifixion, and the Assumption of the Virgin, are by his 
own hand : all of these are pictures full of life and of the 
greatest decision of character, though here and there coarse 
and tinged with mannerism. In the church of Saronno, not- 
far from Milan, he decorated (1535) the cupola with a glory 
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of angels ; those below large and draped, those above naked 
winged boys, many of them of the highest beauty, after 
the style of Leonardo, others very mannered, with indications 
of Correggio's influence. Gaudenzio's last and larger work, 
a Scourging of Christ, in S. Maria delle Grazie at Milan 
(1542), exhibits peculiar power and freedom. 

FOIXOWEBS OF OAUDENZIO FEBBABI. 

Bernardino Lanini. — Not very important, nor free from a 
degenerate mannerism, but with some pleasing reminiscences 
of Leonardo's school. A Last Supper, at S. Nazaro Grande 
at Milan, is of this kind, and an altar-picture in the Berlin 
Museum. A Sposalizio, also, in S. Cristoforo at Yercelli, is 
by him (of more antiquated and Feruginesque conception) ; as 
are several much injured paintings of scenes from the life of 
Mary Magdalen, and also the wedding of an aristocratic and 
elderly pair, distinguished by great nature and animation. 
Besides these may be mentioned an excellent Madonna with 
saints, and another in S. Giuliano. 

Andrea Solario combined most gracefully Gaudenzio's mode 
of conception with Leonardo's expression and more refined 
feeling for form. A Madonna with the Child, in the Louvre, 
was, perhaps, executed afler a drawing by Leonardo ; a 
daughter of Herodias is in the same collection. A beautiful 
and mild Christ, bearing his cross, is in the Berlin Museum ; 
an Assumption of the Virgin with saints in the new sacristy 
of the Certosa at Pavia ; a beautiful Madonna with the Child, 
hitherto called a Leonardo, in the gallery at Pommersfelden. 

Giovanni Battista Cerva. — Unimportant. 

His scholar, Giovanni Paolo Lomazzo, resembles Lanini. 
He has great merit as a writer on Art (* Trattato della Pit- 
tura,' 1584. ' Idea del Tempio della Pittura,' 1590). 

Ambrogio Figino, scholar of Lomazzo. — ^A weak and man- 
nered imitator of the early styles. 
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CHAl^TER II. 

MICHAEL ANQELO BUOETABOTTI A.ND HIS FOLLOWERS. 

In, the year 1474, twenty-two years later than Leonardo da 
Vinci, was born Michael Angelo Buonarotti.^ Like Leonardo 
he led the way in accomplishing the perfection of modem 
Art, and shone as one of its brightest lights ; But Michael 
Angelo lived to witness its rapid decline, and died at a very 
advanced age in 1563. Like Leonardo, his talents were 
universal; he was at once architect, sculptor, painter, and 
equally great in each art. He was an excellent poet* and 
musician, conversant in science, and a profound anatomist. 
To the study of anatomy alone he devoted twelve years, and 
produced results, evincing the highest possible mastery. A 
proud, stem spirit gave its peculiar impress alike to the actions 
and works of Michael Angelo — a spirit which valued its own 
independence above all, and knew how to embody its profound 
thoughts in distinct creations without having recourse to the 
symbolic veil. His figures, if I may so speak, have a certain 
mysterious architectural grandeur ; they are the expression of 
primaeval strength, which stamps them, whether in motion or 
in rest, with a character of highest energy, of intensest will. 

Michael Angelo began his career as an artist in the school 
of Domenico Ghirlandajo, but soon, influenced by inclination 
and external circumstances, he turned to the study and practice 
of sculpture. His first important work in the department of 

' Giorgio Yasari, Vita del gran Michelagnolo Baonarotti, Firenze, 1568 (a 
separate impression of the Life of M. Angelo in Vasari's great work) ; Later 
edition, Roma, 1760 (aggiuntevi copiose note). — ^Ascanio Condivi : Vita di 
Michel Angelo Buonarroti, Roma, 1553 ; Seconda edizione accresciuta, 
Firenze, 1746 ; New edition, Pisa, 1823. — Quairem^re de Qoincj : Hist, de 
Michel-Angel. Baonarotti, Paris, 1835. — Compare : Beschreibmig der Stadt 
Bom. bd. ii. abth. 2, p. 254, ff. etc. — Outlines in Landon : Vies et (Eurres, 
etc. t. Michel Ange Baonarotti. — Catalogue of engravings after Michael 
Angelo, in the Nachrichten voti Eunstlem und Eunstsachen, Leipzig, 1768, 
band i. p. 355, &c. [Duppa, the Life of Michel Angelo Buonarroti, with 
his Poetry and Letters, London, 1807. — ^Ed.] 

* [The spirit of Michael Angelo's poetry has been lately rendered accessible 
to the English reader in a translation of select specimens, accompanied by an 
enlightened introductory dissertation, by Mr. John Edward Taylor. — Ed.] 

o 3 
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painting, the cartoon already mentioned, which he executed in 
emulation of the more practised Leonardo da Vinci, appeared 
when he had only just attained to manhood (1504). For the 
history of this competition we refer the reader to our last chapter. 
Michael Angelo's cartoon ii also lost (it is said to have been 
destroyed by Baccio Bandinelli, one of his rivals), but the 
greater part of the composition is known to us by some old 
engravings and copies.' Michael Angelo chose for his subject 
the commencement of the battle, and, as appears from the 
existing copies, the moment when a crowd of Florentine 
soldiers, bathing in the Amo, unexpectedly hear the summons 
to conflict. This choice enabled the artist to display in full 
and lively development his knowledge of the human form. 
All is in movement : the warriors, some already clothed, some 
half or wholly naked, crowd hastily together ; some clamber 
up the steep shore from the river, others press their naked 
limbs into their tight clothing, others again fiilly armed hasten 
to join the combat. In the opinion of his contemporaries," 
Michael Angelo never again created a work so perfect, but 
this opinion appears to refer principally to the execution. 
These cartoons, as already observed, had a considerable in- 
fluence on the progress of the yoimger contemporaries of the 
two great masters. 

In the next succeeding years Michael Angelo was again 
employed on a great work in sculpture," having been invited 
to Rome by Pope Julius II., and entrusted with the execution 
of a splendid monument, of which, however, only a small 
portion was ultimately finished. The Pope himself was the 
principal cause of the interruption, for independently of fre- 
quent misunderstandings on the subject of the monument 
which had arisen between him and the artist, he had con- 

^ Single fignres and groups of the cartoon, some known by the title of 
" The Climbers *' (Les Grimpeurs), exist in different engrayings by Maiv- 
Antonio and Agostino da Venezia. An old copy of the principal part of the 
composition, painted in oil in chiaroscuro, is at Holkham, in the possession of 
the Earl of Leicester. — See Passavant, Kunstreise, etc., p. 194. Ei^prared 
by Schiavonetti : Beveil, 541. 

• See particularly, Vita di Benrennto Cellini, i. 2. 

■ [Midiael Angelo's principal woiks in sculpture, prior to the period in 
question, were the David and the group of the Pieti; by no meaos sadi 
extensive undertakings as the proposed monument. — Ed.] 
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ceived the idea of employing him to paint in fresco the ceiling 
of the Sistine chapel, which had hitherto remained unadorned.^ 
Michael Angelo at first wished to decline this commission, 
which would necessarily interrupt the work already in pro- 
gress, and probably did not feel himself quite equal to the 
execution of a work in fresco. As the Pope, however, ear- 
nestly insisted, he b^an this immense undertaking in 1508, 
and completed it, without assistance, in the space of three 
years.' In the commencement he had sent for some former 
fellow-scholars and friends from Florence to execute some of 
the paintings from his cartoons, perhaps also to learn from 
them the practice of fresco painting, in which he had had 
little experience. Their work, however, proved unsatisfactory : 
he sent them home again, obliterated what they had begun, 
and finished the work alone. 

The ceiling of the Sistine chapel contains the most perfect 
works done by Michael Angelo in his long and active life. 
Here his great spirit appears in its noblest dignity, in its 
highest purity ; here the attention is not disturbed by that 
arbitrary display to which his great power not unfrequently 
seduced him in other works. The ceiling forms a flattened 
arch in its section; the central portion, which is a plane 
sur&ce, contains a series of large and small pictures, repre- 
senting the most important events recorded in the book of 
Genesis — ^the Creation and Fall of Man, with its immediate 
consequences. In the large triangular compartments at the 
springing of the vault are sitting figures of the prophets and 
sibyls as the foretellers of the coming of the Saviour.' In the 

> Vasari relates that Pope Julius II. wished to have the works of tha 
earlier masters destroyed, but adds that Michael Angelo suffered them to 
remain from a desire to show the Improvement that had taken place in 
the Art since they were done. Among the great artist's reasons, we may 
fairly include his respect for the feelings of the artists, several of whom were 
still living. He may also have been influenced (see a subsequent note) by 
the nature of the subjects, which, in their general order and import, were 
capable of being combined with the plan he contemplated. — Ed.] 

* According to concurrent testimony, M. Angelo was employed but twenty- 
two months on these paintings ; but it is impossible that tiie execution of the 
cartoons can be included in this short period ; hence the above assumption. 

> The Sibyls, according to the legends of the middle ages, stand next in 
dignity to the Prophets of the Old Testament. It was their office to foretel 
the comine of the Saviour to the heathen, as it was that of the Prophets to 
announce him to the Jews. 

[The 



300 MASTERS OF THE SIXTEENTH CENTURY. Book V. 

soffits of the recesses between these compartments, and in the 
arches underneath, immediately above the windows, are the 
ancestors of the Virgin, the series leading the mind directly 
to the Saviour. The external connexion of these numerous 
representations is formed by an architectural framework of 
peculiar composition which encloses the single subjects, tends 
to make the principal masses conspicuous, and gives to the 
whole an appearance of that solidity and support so necessary, 
but so seldom attended to in soffit decorations, which may be 
considered as if suspended. A g^eat number of figures are 
also connected with the framework ; those in unimportant 
situations are executed in the colour of stone or bronze ; in 
the more important, in natural colours. They serve to support 
^ the architectural forms, to fill up and to connect the whole. 
They may be best described as the living and embodied ffenii 
of architecture. It required the united power of an architect, 
sculptor, and painter to conceive a structural whole of so 
much grandeur, to design the decorative figures with the sig- 
nificant repose required by their sculpturesque character, and 
yet to preserve their subordination to the principal subjects, 
and to keep the latter in the proportions and relations best 
adapted to the space to be filled. Many artists at a later 
period have made the like attempt, particularly Anhibal Ca- 
racci, in the Famese palace, but none have seized and carried 
out the idea of the whole with the same natural and consistent 
connexion. 



[The Sibyls are alluded to by Greek, Roman, and Jewish writers, and by 
most of the Christian fathers. The latter, on the authority of Varro, enu- 
merate ten of these prophetesses. (See Lactantius, De Falsi Religione, i. 6.) 
The authority of the Sibylline writings with the pagans soon suggested the 
pious fraud of interpolating them ; the direct allusions to the Messiah which 
they contain are supposed to have been inserted in the second century. (See 
Blondel, Des Sibylles Ce'l^bres.) But notwithstanding the occasional expres- 
sion of some suspicion as to their authenticity, these spurious predictions 
continued to be held in veneration not only during the middle ages, but even 
to a comparatively modem date, and the Sibyls were represented in con- 
nexion with Scripture subjects before and after Michael Angelo's time by 
various painters. The circumstance of their appearing in works of art as 
equal in rank with the Prophets may have arisen from the manner in which 
St. Augustine (De Civit. Dei, xviii. 47) speaks of the Erythraean Sibyl's 
testimony, inamediately before he adverts to that of the Prophets of the Old 
Testament. The fullest of the numerous dissertations on the Sibyls is, per- 
haps, that of Clasen (De Oraculis Gentilium, Helmstad. 1673). — Ed.] 
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The scenes from Grenesis in the flat space of the roof are the 
most sublime representations of these subjects ; — ^the Creating 
Spirit is unveiled before us. The peculiar type which the 
painter has here given of the form of the Almighty Father 
has been frequently imitated by his followers, and even by 
Raphael, but has been surpassed by none. Michael Angelo 
has represented him in majestic flight, sweeping through the 
air, surrounded by genii, partly supporting, partly borne 
along with him, covered by his floating drapery ; they are the 
distinct syllables, the separate virtues of his creating word.—? 
In the first parge] compartment we see him with extended 
hands assigning to the sun and moon their respective paths. — 
In the second, he awakens the first man to life. Adam ]ie^ 
stretched on the verge of the earth in the act of raising him- 
self; the Creator touches him with the point of his finger, 
and appears thus to endow him with feeling and life. This 
picture displays a wonderful depth of thought in the composi- 
tion, and the utmost elevation and majesty in the general 
treatment and execution. — The third subject is not less im- 
portant, representing the Fall of Man and his Expulsion from 
Paradise. The tree of knowledge stands in the middle, the 
serpent (the upper part of the body being that of a woman) * 
is twined round the stem ; she bends down toward the guilty 
pair, who are in the act of plucking the forbidden fruit. The 
figures are nobly graceful, particularly that of Eve. Close 
to the serpent hovers the angel with the sword, ready to drive 
the fallen beings out of Paradise. In this double action, this 
union of two separate moments, there is something peculiarly 

* [Michael Angelo's feeling for beauty led him to combine the human and 
serpentine forms more agreeably than preceding painters had contrived this. 
His Tempter somewhat resembles the classic ocean deities, or, more literally, 
Hedod's Echidna : but the serpent with a female head occurs in much earlier 
representations of the Fall ; among others, in that by Pietro d'Orvieto in the 
Campo Santo at Rsa, and still earlier in illuminated MSS. In the woodcuts 
imitated from these in the printed copies of the Speculum Salvationis and 
other compendiums of the kind, the serpent is sometimes winged, and the 
female head is adorned with a crown. The first chapter of the work just 
named contains the following passage : — *' Quoddam ergo genus serpentis sibi 
dyabolus eligebat, qui cum erectus gradiebatur et capiU virginettm habebat." 
Tliis fable is given nearly in the same words by Comestor (Historia Scholas- 
tica), a writer of the twelfth century, with the addition, ** ut ait Beda,'' so 
that it is at least as old as the eighth. — Ed.J 
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poetic and significant : it b guilt and punishment in one 
picture. The sudden and lightning-like appearance of the 
avenging angel behind the demon of darkness has a most 
impressive effect. — The fourth, a representation of the Deluge, 
with many figures, is one of the most extensive dramatic com- 
positions of Michael Angelo. The four small intermediate 
compartments, representing the Almighty separating Light 
from Darkness, the Creation of Eve, the Thanksgiving of 
Noah, and the Inebriation of Noah, all display great and 
peculiar beauties.^ 

The prophets and sibyls in the triangular compartment of 
the curved portion of the ceiling are the largest fig^es in 
the whole work ; these, too, -are among the most wonderful 
forms that modem art has called into life. They are all 
represented seated, employed with books or rolled manuscripts; 
genii stand near or behind them. These mighty beings sit 
before us pensive, meditative, inquiring, or looking upwards 
with inspired countenances. Their forms and movements, 
indicated by the grand lines and masses of the drapery, are 
majestic and dignified. We see in them beings who, while 
.they feel and bear the sorrows of a corrupt and sinful world, 

' [There are five smaller subjects (see the accompanying engraving) ; the 
one omitted by the author is the Gathering of the Waters (Gen. i. 9). Al- 
though these compartments are relatively small, some of them contain figures 
larger than life : on the other hand, in one of the laxge subjects — the Deluge 
— ^e figures are so small, owing to their number, tikat the composition can 
scarcely be distinguished from below (and must always have been indistinct, 
making eveiy allowance for the injuries of time). The same may be said of 
the two subjects next it, the Sacrifice of Noah, and the same patriarch derided 
by Ham. These three subjects are the last in order at that end of the fiat 
portion of the ceiling which is next the door ; the figures toward the other 
end are colossal: This difierence might be partly accounted for by supposing 
the subjects with small figures to have been the first done, when the painter, 
finding that they product no ^ect from below, changed the dimensions as 
we see to satisfy the eye. That Michael Angelo really began at this end of 
the ceiling appears from an incidental statement of Condivi relating to the 
disgust which the great artist felt from a temporary alteration of the colours 
(and partly, perhaps, from the defect to which we allude). The biographer 
says, ^^ having conmienced the undertaking and completed the painting of the 
Deluge, the surface of the fresco began to exhibit a mouldy efiSorescence," etc 
It is true it would have been difficult to represent such a subject as the 
Deluge witji very few figures, and the greatest number in the compositions of 
larger treatment is six (the double subject of the Fall and Expulsion from 
Panulise has no more), but any liberty <^ this kind would have been prefei^ 
able to the indistinctness resulting firom diminutive size.^-£l>.] 
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have power to look for consolation into the secrets of the 
future. Yet the greatest variety prevails in the attitudes and 
expression— each figure is full of individuality. Zacharias is 
an aged man, busied in calm and circumspect investigation ; 
Jeremiah is bowed down absorbed in thought — ^the thought of 
deep and bitter grief; Ezekiel turns with hasty moven^nt to 
the genius next to him, who points upwards with joyful expec- 
tation, &c The sibyls are equally characteristic : the Persian 
— a lofty, majestic woman, very aged ; the Erythraean — full 
of power, like the wurior goddess of wisdom ; the Delphic — 
like Cassandra, youthfully soft and graceful, but with strength 
to bear the awful seriousness of revelation, &c. 

The Genealogy of the Holy Virgin* is represented in the 
most varwd £unily groups, which, without delineating par- 
ticular events (of which, indeed, few ar^ mentioned in the 
Scriptures), express domestic^ union and a tranquil expecta- 
tion and hope in the future. To these simple circumstances 
the artist has given the most varied moiives, and has pro- 
duced from them a series of groups, which please by a pecu- 
liar air of seclusion and a dignified and beautiful conception 
of domestic life. These groups and figures belong again to 
Michael Angelo's noblest compositions ; they display a depth 
of feeling and tenderness, which, though still bearing the 
impress of his elevated mind, is rarely found in his works, 
and ofier interesting points of comparison with the Holy 
Families of Raphael. 

Four historical subjects in the corner soffits of the ceiling 
are still to be mentioned; they represent instances of the 
deliverance of the people of Israel : " — Judith, after she has 
slain Holofemes ; Goliath vanquished by David ; the Miracle 
of the Brazen Serpent ; and the Punishment of £[aman. In 
these works also the great genius of the artist manifests 
itself: the figure of Haman on the Cross has always been 
celebrated as a master-work of difficult foreshortening. 

^ [Some Biblical commentators have explained the difference between the 
genealogies recorded by St. Matthew and St. Luke, by supposing that the 
utter gives the descent of ihe Virgin ; but even this view (which is not that 
of the church of Rome) is inapplicable here, since Michael Angelo has given 
the descent of Joseph as it appears in St. Matthew, the names being inscribed 
near the figures. — Ed.] 

* [See a note on these four subjects at the end of the chapter. — ^Ed.] 
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Afler these paintings the artist was occupied chiefly with 
statues and architectural works, of which the principal were 
the new sacristy of S. Lorenzo at Florence, and the monu- 
ments of the Medici fiunily, which are placed there. In his 
sixtieth year he was invited to undertake his second great 
work in painting, the Last Judgment, on tj^ie end wall of the 
Sistine chapel, sixty feet high. He began it at the desire of 
Clement VII., and finished it within seven years, in the pon- 
tificate of Paul III., in the year 1541. If we consider the 
countless number of figures, the boldness of the conception, 
the variety of movement and attitude, the masterly drawing, 
particularly 'the extraordinary and difficult foreshortenings, 
this immense work certainly stands alone in the history of art, 
but in purity and majesty it does not equal the paintings on 
the ceiling. 

In the upper half of the picture we see the Judge of the 
world, surrounded by the apostles and patriarchs : beyond 
these, on one side, are the martyrs ; on the other, the 
saints, and a numerous host of the blessed. Above, under 
the two arches of the vault, two groups of angels bear the 
instruments of the passion. Below the Saviour another group 
of angels holding the books of life sound the trumpets to 
awaken the dead. On the right is represented the resur- 
rection ; and higher, the ascension of the blessed. On the 
left, hell, and the fall of the condemned, who audaciously 
strive to press upwards to heaven. 

The day of wrath (" dies irae ") is before us — the day, of 
which the old hymn says — 

Qoantus tremor est fiitarus, 
Quando judex est yentums 
Concta strict^ discussurus. 

The Judge turns in wrath toward the condemned and 
raises his right hand, with an expression of rejection and 
condemnation ; beside him the Virgin veils herself with her 
drapery, and turns, with a countenance full of anguish, toward 
the blessed.' The martyrs, on the left, hold up the iustru- 

* The motive of both figures is borrowed, as already remarked (p. 148), 
from the old fresco hj Orcagna, in the Campo Santo at Pisa. 
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ments and proofs of their martyrdom, in accusation of those 
who had occasioned their temporal death : these the avenging 
angels drive from the gates of heaven, and fulfil the sentence 
pronounced against them. Trembling and anxious the dead 
rise slowly, as if still fettered by the weight of an earthly 
nature ; the pardoned ascend to the blessed ; a mysterious 
horror pervades even their hosts — no joy nor peace, nor 
blessedness are to be found here. 

It must be admitted that the artist has laid a stress on this 
view of his subject, and this has produced an un&vourable 
effect upon the upper half of the picture. We look in vain 
for the glory of heaven, for beings who bear the stamp of 
divine holiness, and renunciation of human weakness ; every- 
where we meet with the expression of human passion, of 
human efforts. We see no choir of solemn tranquil forms, no 
harmonious unity of clear grand lines, produced by ideal 
draperies ; instead of these, we find a confused crowd of the 
most varied movements, naked bodies in violent attitudes, un- 
accompanied by any of the characteristics made sacred by a 
holy tradition. Christ, the principal figure of the whole, 
wants every attribute but that of the Judge : no expression 
of divine majesty reminds us that it is the Saviour who exer- 
cises this office. The upper half of the composition is in 
many parts heavy, notwithstanding the masterly boldness of 
the drawing ; confused, in spite of the separation of the prin- 
cipal and accessory groups; capricious, notwithstanding a 
grand arrangement of the whole. But, granting for a moment 
that these defects exist, still this upper portion, as a whole, 
has a very impressive effect, and, at the great distance from 
which it is seen, some of the defects alluded to are less offensive 
to the eye. The lower half deserves the highest praise. In 
these groups, from the languid resuscitation and upraising 
of the pardoned, to the despair of the condemned, every 
variety of expressicm, anxiety, anguish, rage, and despair, is 
powerfully delineated. In the convulsive struggles of the 
condemned with the evil demons, the most passionate energy 
displays itself, and the extraordinary skill of the artist here 
finds its most appropriate exercise. A peculiar tragic grandeur 
pervades alike the beings who are given up to despair and 
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their hellish tormentors. This representation of all that is 
fearful, hr from being repulsive, is thus invested M'ith tlstt 
true moral dignity which is so essential a condition in the 
higher aims of art. 

The nudity of almost all the figures gave offence even 
during the life of the artist. Pope Paul IV., who cared 
little for art, wished to have the painting destroyed ; but it 
was afterwards arranged that Daniele da Volterra, (me of 
Michael Angelo's scholars, should cover some of the most 
objectionable figures with drapery, which fixed upon him the 
nickname of " II Braghettone." At a later period the eflfeet 
of the picture was again injured by a repetition of the same 
affectation. 

A very excellent copy, of small dimensions (seven and a 
half feet high), executed mider the direction of Michael 
Angelo, by Marcello Venusti, is in the Museo Borbonico at 
Naples.' 

Two excellent firescos, executed by Michael Angelo on the 
side walls of the Pauline chapel, in the Vatican, belong to 
the same period. They are little cared for, and are so much 
blackened by the smoke of lamps that they are seldom men- 
tioned. The Crucifixion of St. Peter, under the large windbvv, 
is in a most unfiivourable light, but is distinguished for its 
grand, severe composition. That on the opposite wall — ^the 
Conversion of St. Paul — ^is still tolerably distinct. The long 
train of his soldiers is seen ascending in the background. 
Christ, surrounded by a host of angels, bursts upon his sight 
from the storm-flash. Paul lies stretched on the ground — a 
• noble and finely developed form. His followers fly on all 
sides or are struck motionless by the thunder. The arrange- 
ment of the groups is excellent, and some of the single figures 
are very dignified ; the composition has, moreover, a principle 
of order and repose, which, in comparison with the Last 
Judgment, places this picture in a very favourable light. If 
there are any traces of old age to be found in these works, 
they are at most discoverable in the execution of details. 

The pictures ascribed to Michael Angelo in different gal- 

* [On the general arrangement and connexion of the subjects in the Cap- 
pella Sistina, see the note at the end of this chapter.^ — Ed.] 




THE CONVERSION OP ST. PAUL; 
A freeco by Michael Angelo, in t±ie Cappella Paolina. 




THE HOLY FAMILY ; a tempera painting by Michael Azigelo, in the Tribune at Plorenco 

page 307. 
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leries are seldom genuine ; he very rarely exercised Ins hand 
in easel-pictures, and probably never painted in ml. In. the 
tribune of the Uffizj, at Florence, is a round picture of a 
Holy Family, in distemper, which is perhaps his only strictly 
authenticated easel-picture,^ and belongs to his early time. 
He always dealt in the most difficult positions and motives : 
here the kneeling Virgin is lifting the child from the lap of 
Joseph, who is seated behind h^ ; in the background are ^ve 
naked male figures. The whole makes by no means an at- 
tractive picture, and the colouring is mannered. In the Pitti 
Grallery at Florence a picture of the Three Fates is ascribed 
to him — severe, keen, characteristic figures : it was executed, 
however, by Rosso Fiorentino. A Leda, also, in distemper, 
appears to have been lost ; ' an old copy of this g^rand compo- 
sition, in the royal palace at Berlin, has been often quoted as 
the original. 

Although Michael Angelo showed little inclination fcHr 
easel-pictures himself, he allowed his scholars and other artists 
to copy from his drawings and cartoons. In this way many 
of his compositions have been spread abroad ; the grand ma- 
jestic spirit of the master gives them their character, but their 
individual value obviously depends on the greater or less 
ability of the painters employed. One of the best known and 
most beautiful of these compositions is a Holy Family, where 
the child sleeps on the lap of the Virgin, with his arm hanging 
down ; on one side is the little St John clothed in a panther's 
skin ; on the other, Joseph looks on in silence. The various 
copies of this picture are distinguished by trifling variations ; 
<»ie of the best was, a few years ago, in the possession of 
Messrs. Woodbum of London ;** another is in the Corsini 
Gallery at Rome. A Christ at the Well, with the Samaritan 
woman, executed by one of his best scholars, is in the Liver- 
pool Institution. An Annunciation, also, painted by Mar- 

^ Vasari, Yita di Michelagno. 

• [ T he cartoon is in England. — Ed.] 

■ [This picture, by Marcello Venusti, is still in their possession ; the ori- 
ginal drawing by Michael Angelo has lately passed from their hands to the 
collection of the King of Holland. The same royal amateur obtained from 
them Michael Angelo's drawing of the Expulsion of the Money-changers. 
M. Venuati's painting from this still belongs to Messrs. Woodbum. — EdJ 
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cello Yenusti, is in the Sacristj of the Lateran at R<mie. 
Michael Angelo's so-called ^^ Dream ** is multiplied in several 
repetitions. The best, probably by Sdinstian del Piombo, is 
in the NaticHial Gallery at London. A naked male figure is 
leaning upon a stone bench, the recess of which is covered 
with bas-relief masks, as symbols of the deceptiveness of life. 
He is supporting himself also iqpon a globe, and lod^s restlessly 
upwards. Pictures and scenes of various earthly passions sur- 
round him in cloudy forms, while behind him a genius with 
the sound of a mighty trumpet is rousing him to consciousness. 
A Pietli of Michael Angelo's designing is also very grand. 
The Dead Christ is in the lap of the Virgin, the arms sup- 
ported by two cherubs. A small copy of this is in the Munich 
Gallery. A Christ on the Mount of Olives occurs frequently 
(in Berlin, Vienna, Munich, Rome, in the Doria Gallery, 
etc.) : the original drawing is in the gallery of the Uffizj at 
Florence. Two moments are represented : on the one side, 
Christ is at prayer ; on the other, he awakens the sleeping 
disciples. An Annunciation, in the gallery of the Duke of 
Wellingtcm, is a very grand, solemn, and dignified composi- 
tion; ihe original drawing of this also is in the Uffizj at 
Florence. The Crucifixion is a very frequent subject: an 
excellent copy by Sebastian del Piombo is in the Museum at 
Berlin. Sebastian del Piombo's ckef^ceuvre^ the Raising of 
Lazarus, in the National Gallery at London, contains not 
only single figures by Michael Angelo, but is indebted to him 
probably for the original design. 

The same grand feeling which reigns in Michael Angelo's 
religious subjects pervades his representations frx>m the ancient 
mythology — representations in which the pleasures of sense 
form the subject. The Leda, already mentioned, is a fine 
example of the dignity and purity of his conceptions in subjects 
of this kind. A Venus kissed by Love is also a picture of 
wonderful freedom, power, and life. A masterly copy of this 
composition, by Pontormo, is in the royal palace of Ken- 
sington, near London ; another, probably also by Pontormo, 
is in the Berlin Museum. The original cartoon, and a less 
satis&ctory copy by one of Michael Angelo's scholars, are in 
the Museum at Naples. To this class belongs also a Gany- 




DESCENT FROM THE CROSS ; by Daiiiele da Volterra. pa^e 309. 
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mede, borne through the air by the Eagle ; of this there are 
many copies : an excellent one is in the gallery of the royal 
palace at Berlin ; another is at Kensington. 

The work which occupied the last ten years of this great 
artist's life was the building of St. Peter's. Persevering with 
iron energy, without any remuneration, for the honour of God 
only, he had nearly brought this undertaking to its comple- 
tion, according to his own plan, while every previous attempt 
had miscarried. It must be admitted that this work is not 
entirely £ree from the effects of a capricious taste ; but the 
disposition of the whole is so singularly grand, that had not 
the general effect of the building been injured by later addi- 
tions, it would have ranked among the most sublime works of 
modem architecture. 

Among the scholars of Michael Angelo we will for the 
present mention only those who either immediately carried 
out his designs, or were capable of inventing great works in 
his style. The foremost of these is Marcello Venusti, who 
executed many works from the master's drawings, and is dis- 
tinguished by a delicate and neat execution. In the Colonna 
Gallery at Rome there is a picture by him— Christ appearing 
to the Souls in Hades— of noble and excellent motives in 
detail, but too scattered and feeble in composition. Michael 
Angelo willingly employed the Venetian Fra Sebastiano del 
Piombo, in a similar way ; by this means he united his own 
admirable drawing with the beautiful colouring of the Vene- 
tian school, and thus hoped to establish a counterpoise to the 
school of Raphael, to which in many respects he stood opposed. 
For the account of one of the most important works of this 
kind see a future chapter. The best and most independent 
scholar of Michael Angelo is Daniele Ricciarelli, named Da- 
niele da Volterra (a former scholar of Razzi's and Peruzzi's), 
an artist who imbibed the peculiarities of his master, though he 
by no means reached his sublimity.^ His best work, a Descent 
firom the Cross, in the Trinitk de' Monti, at Rome, is copious 
in composition, and altogether a grand, impassioned work, 
fiill of powerful action. An excellently composed but some- 

> Outlines in Landon : Vies et (Euvres, etc., t. Dani^ Ricciarelli. 



310 BiASTERS OF THE SIXTEENTH CENTURY. Book V. 

what inexpressive Baptism of Christ is in S. Pietro in Montorioy 
at Rome. A double picture in the Louvre, represaiting- 
David and Goliath, in two different points of view, on each 
side of a tablet of slate, is violent and hard, but of such 
masterly power of representation as to have long gone by 
Michael Angelo's name. A very celebrated picture, tte 
Massacre of the Innocents, by him, is in the tribune of the 
Uffizj at Flor^ce ; it contains more than seventy figures, but 
it is cold and artificial. Daniele is said also to have under- 
taken some of the paintings on the external walls of the 
Boman palaces — ^a mode of decoration which in his time was 
much in fashion. Some subjects from the history of Judith, 
painted in grey chiaroscuro, which still embellish the faj^kde 
of the Massimi palace, are ascribed to him ; they are clever 
works, but deficient in true inward energy. 



NOTE ON THE SUBJECTS OF THE PAINTINGS IN THE 
CAPPELLA SISTINA. 

The paintings of the Sistine Chapel have heen often descrihed, particularly 
with reference to their style : a few ohservations are here added on the con- 
nexion of the suhjects. In the general plan Michael Angelo appears to have 
followed the ordinary- series of Biblical types and antit3rpe8 iamiliar in his 
time, and indeed for centaries previously, by means of illuminated compen- 
diums of the Old and New Testamei^ The spirit of these cycles of Scripture 
subjects was the same from first to last : an ulterior meaning was always 
contemplated : everything was typical. This was in accordance with the 
system of interpretation introduced by the earliest fathers of the church, con- 
firmed and followed up by its four great doctors, and carried to absurd exoess 
by some theologians of the middle ages. At first the inddoits of the Old 
Testament were referred, as we have seen, only to the Redeemer ; but in 
later times the Madonna was also typified in the heroines of the Jewish his- 
tory. The cycles of subjects referring to both are by some supposed to have 
existed in MS. illuminations so early as the ninth century (see Heinecken, 
Id^e d*une Collection complete d'Estampes, p. 319). 

The decoration of the Cappella Sistina was begun by various masters (see 
p. 200 and note), under Siztus lY., about 1474. How far the orighial 
plan was to have extended, and what its general arrangement would have 
been, it is useless to inquire ; but certainly the additions made at various 
times by Michael Angelo, and first begun in 1508, however different in style, 
were contrived by him to correspond sufficiently well in general sequence 
with ihe earlier works. A simdar connexion seems to have been intended 
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by Kaphael, in deeorating the remawing portion of the walls of the chapel, 
UBfder these frescos, with tiie tapestries ^m tiie cartoons, the subjects of 
which, taken from the Acts of the Apostles, thus still followed in chronolo- 
gical order (see a subsequent note). We proceed briefly to describe ihe 
general arrangement of the series treated or contemplated by his great rival. 

On the wall over and on each side of the entrance^oor Michael Angelo 
had intended to paint the Fall of Lucifer, so as to corre^)ond with the Last 
Judgment on the altar-wall opposite. The sketches and studies which he 
had prepared for this work were afterwards employed and badly copied in 
fresco by one of his assistants, in the church of the Triniti de' Monti at 
Rome (Vasari, Vita di M. Angelo). This fresco has long ceased to exist; 
some of Uie drawings may, howevor, yet come to light.^ The subject in 
questioB, although it would have been the last done, would have formed the 
b^inning of the cycle : then follow the subjects of the Creation, the Fall of 
Mao, etc., on the ceiling; the Prophets and Sibyls, the Genealogy of the 
Rede^ner, and fovac t3rpe8 from Jewish history (see the next note). One of 
these — ^perhaps it maj be considered the last of the series as to place* — 
r^resenting Moses and the Brazen Serpent, may have been intended as the 
immediate coantctiDg Gnk between the subjects on the ceiling and the his- 
tories of Moses and Christ, by the older masters, below« Underneath these 
last again were the h^stries from Raphael's cartoons. These decorations, 
though moveable, were always arranged in the same order. The central 
subjects in the lower part of the altar-wall were originally the Assumption 
and Coronation of the Virgin ; the first a fresco by Pemgino ; the latter, 
u'ider it, a tapestry from one of Raphael's cartoons, now lost.* Both, together 
with other works, were afterwards cancelled or removed to make room for 
Michael Angelo's Last Judgment. Perino del Vaga ultimately made some 
fresh designs for tapestries to fill the narrow space which remained underneath 
that fresco, but these latter were never executed. 

If we now compare this cycle with those irequoitly occurring in illumi- 
nated MSS., Italian and Transalpine, we shall find that the order of the sub- 
jects generally corresponds. It need not be objected that the designs in these 
MSS. (which, however, must not be judged by the very inferior invoitions 
and copies in the first attempts at wood-engraving) were unworthy the atten- 
tion of a great artist ; it is merely intended to show that the same series of 
Scriptural types, which appears to have been at least tacitly authorized by 
the Church in the middle ages, was adopted by Michael Angelo. The series 
here more particularly alluded to is known by the name of the ** Speculum 
Humanse Salvationis," a title quite applicable to the general scbeme of the 
Sisdne Chapel. MS. copies of the work exist in the British Museum, in the 
Royal Library at Paris, and elsewhere. In this compendium the first subject 



' It if possible that some may be in the hands of collectors, but may be 
erroneously considered to belong to the Last Judgment. 

« Vasari calls the Jonah which precedes it the last of the single figures. 

* See the EkUtor's note, p. 200, and a subsequent note on the original 
situation of the tapestries. 
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is the Fall of Ladfer ; then follow the Creation of Eve, the Disobedience of 
Man, the Deluge, etc. : in connexion with the Nativity of the Virgin we find 
the Genealogical *' Stem of Jesse ;" and in connexion with the Birth of 
Christ the Sibyl shows Angostns the vision of the Virgin and Child ; Esther 
and Jadith appear as types of the Madonna ; and David Slaying Goliath pre- 
figures Christ's Victory over Satan in the Temptation.^ In some of the 
printed editions the subject of Jonah immediately precedes the Last Judg- 
ment ; tiie same connexion is observed in the altar-wall of the Cappella Sis- 
tina ; and, although there was an interval of many years between the com- 
pletion of the two frescos, this seems to prove that the entire series was 
always contemplated. In MS. Gospels, and some editions of the Biblia 
Pauperum, the subjects of the New Testament are surmounted or surrounded 
by busts of the Prophets. While remarking these coincidences, we may 
observe that the story of Heliodorus, so finely treated by Raphael and alluded 
to by Dante (Purg. c. 20), occurs in the Speculum Salvationis in connexion 
with Christ's Entry into Jerusalem (the Expulsion of the Money-changers). 

In considering the whole cycle of the Cappella Sistina, it will be seen that 
the Bible subjects by Michael Angelo are more abundant than the antitypes 
by tiie older masters, who had occupied one wall with incidents from the life 
of Moses ; but it would have been impossible to destroy these latter without 
also removing the opposite series from the New Testament, and this would 
have involved the necessity of repainting the whole, a labour which Michael 
Angelo, anxious to complete his undertakings in sculpture, probably wished 
to avoid. I^ however, we assume the possibility of his ever having contem- 
plated the repainting of this lower series, in accordance with the wishes of 
Julius n., we may then conclude that some of his designs for New Testament 
subjects (of which a few were copied in a small size by Marcello Venusti 
and others) may have been intended for this purpose. 

Even as it is, perhaps no earlier painter followed the order indicated in the 
cycles that have been quoted more implicitly than Michael Angelo. The 
reason of this may have been that on other occasions a reference to particular 
dogmas of the church, and even to the history of particular saints, may have 
been demanded ; but in the sanctuary of the Christian hierarchy the most 
appropriate subjects were obviously such as had reference to the scheme of 
revealed religion as a whole. That this scheme should be expressed in 
accordance with some superstitions of the age was perfectly natural. The 
painters who preceded Michael Angelo in the decoration of the chapel had 
conceived, it is true, a grand cycle in the parallel between the Old and New 
Law, represented by the acts of Moses and Christ ; but their plan seems to 
have been already exhausted in the space they covered. On the other hand, 
Michael Angelo's superior learning need not be adduced to account for his 
adoption of the cycle he selected : the works which may have suggested it 
were accessible and familiar -to all. Heinecken remarks that MSS. of the 
Speculum Salvationis appear to have existed in every Benedictine convent • 
the earliest he saw was, he supposes, of the 12th century. 

' The subject of the Brazen Serpent occurs in the Biblia Pauperum. 
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The general order observed in these peculiar interpretations of Scripture 
was, as we haye seen, closely followed, but in the selection of some subjects, 
as in the general treatment of all the designs in tiie chapel, Michad Angelo 
was probably influenced by the desire of displaying the human figure. Every 
subject he has introduced had, however, in the interpretations alluded to, its 
symbolical meaning, and generally demanded as its antitype a New Testament 
subject below. In the sources above mentioned the type and antitype are 
confronted, and in many instances the allusions are carefully explained : this 
is the case in the Speculum Salvationis, and often in illuminated Bibles ; that 
of Philip de Rouvre, Duke of Burgundy (14th century), which is preserved 
in the Royal Library at Paris, is a curious example,, and there are several in 
the British Museum. — Ed.] 



[NOTE ON THE FOUR SUBJECTS IN THE ANGLES OF THE 
CEILING. 

These four subjects represent, it is true, remarkable deliverances of the 
Jewish nation, but it is obvious that such themes could only be selected to 
adorn a papal chapel, on account of their typical meaning, and in order to 
explain them it is not sufficient to examine them in a spirit which is the 
result of our own time and creed ; it is also necessary to consider them with 
reference to the faith they illustrate, as received at the period when they 
were done. 

The great argument of the cycles of Scriptural representations, from first 
to last, was the Fall and the Atonement : to the latter every subject had 
reference, more or less directly ; but it is to be remembered that certain types 
in the Old Testament were also considered to relate to the Virgin, and some-^ 
times to the Church. 

The three subjects in the centre of the ceiling — the Creation of Adam, the 
Creation of Eve, and the Fall and Expulsion from Paradise — were not unin- 
tentionally made so prominent in situation. The Creation of Eve, though 
occupying one of the smaller compartments, it is to be remarked, forms the 
central subject of the whole ceiling. It is always made thus important in 
thei^cles of Scriptural types, in allusion to the Messiah being bom of the 
woman alone. The four subjects at the angles — David Beheading Goliath, 
Judith with the Head of Holofemes, the Punishment of Haman, and the 
Brazen Serpent — are types of the Redemption ; at the same time they are 
conuected, as intermediate symbols, with the subjects of the ceiling. In the 
Speculum Salvationis (c. 13), the first of these accompanies Christ's victory 
over Satan in the Temptation, and is thus explained : — ^* Golias iste gygas 
superbua fignram tenet Luciferi, David autem Christus est, qui temptationem 
superbiae viriliter superavit." In the Biblla Pauperum the same subject 
typifies the Redeemer overcoming the power of Satan by liberating the saints 
from the Limbus (pi. 28). The inscription, '< Signans te Christe Golyam 
conterit iste," appears, like the subject itself, to allude to the prophecy ^* ipse 
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Gonteret caput taum," — " it shall braise thy head/' * This readings which 
is strictly trae to the original, occurs in the earliest versions of the Bible ; 
yet in others, also very ancient, the passage is rendered ** ipsa conteret caput 
tuum," according to which the woman herself bruises her enemy's head. The 
authorized Vulgate agrees with the latter translation ; but if the subject of 
David and Goliath was intended to refer to the same passage, the conclusion 
is that both interpretations were recognized in the typical representations of 
the middle ages. The allusions in the sense of the Roman version are of 
course unequivocal. In the work first quoted, a representation of the Virgin 
surrounded by the instruments of the passion, is the parallel subject to Judith 
after having beheaded Holoferaes, and is thus described : — ** Maria per com- 
passionem vicit adversarlum nostrum dyabolum : ipsa enim prsefigurata per 
Judith quae restitit Holoferni. Tunc impletse sunt in ipsd olim prsemonstratse 
figurse, et qusedam prophetica dicta sacrae scripturse : — ' Et tu Sathane insi- 
diaberis calcaneo ejus (Maria) homines impugnando; ipsa conteret caput 
tuiun per passionem te superando.* " The same prophecy, here distinctly 
quoted, — ^' it shall bruise thy head, and thou shalt bruise his heel," — is the 
key to the subjects in question, for the two opposite types are as evidently 
intended to illustrate the concluding words of the same verse : they allude to 
the permitted and limited power of the evil one, and the ultimate redemption ; 
but still with the same double application to Christ and the Madonna, — the 
Brazen Serpent surrounded by the suffering Israelites alluding to the former, 
the Retributive Punishment of Haman,' and Triumph of Esther, to the latter. 
The type of the Brazen Serpent is probably frequent in MS. Bibles ; in the 
Biblia Pauperum it accompanies the Cracifixion (pi. 25), with the inscrip- 
tions, " Icti curantur serpentem dum speculantur," — " Eruit a tristi baratro 
nos passio Christi." The intercession of Esther with Ahasuerus is the type 
of the intercession of the Vii^n ; the two subjects appear together in the 
Speculum Salvationis (c. 39) : the following extract from the description 
explains their connexion : — " Tunc ilia prsecipit populum suum ab iniquo 
Aman defendi. Hester de gente Judseorum paupercula puella fuerat, et earn 
rex Assuerus pro omnibus eligerat et reginam constituerat. Ita Deus pro 
omnibus virginibus Mariam elegit — Et per ejus interventionem nostrum 
hostem condemnavit.** The above allusions to the Madonna had been long 
consecrated in the Church of Rome : that others far more recondite and fan- 
cifol were also common, may be gathered from the examples adduced and 
condemned by Erasmus in his " Ecclesiastes.** — Ed.] 



' *' And I will put enmity between thee and the woman, and between thy 
seed and her seed ; it shall bruise thy head, and thou shalt bruise his heel." 
<3en. iii. 15. 

^ The circumstance of Haman being represented cracified agrees with 
Dante's description of the same subject (Purg., c. 17); and appears to be 
warranted by the onginal. Compare with Acts x. 39. 
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CHAPTER III. 

OTHER MA8TERS OF FLORENCE. 

Besides Leonardo and Michael Angelo, several other artists 
were formed in Florence, who, without reaching the depth 
and sublimity of these two masters, deserve to be ranked near 
them by great and peculiar qualities. The first of these is 
Baccio della Porta, who took the name of Fra Bartolommeo 
when he entered the Dominican convent of S. Marco at 
Florence (1469-1517). Originally formed in the school of 
Cosimo Rosselli, he afterwards adopted a style more conso- 
nant to his own taste, under the influence probably of the 
works of Leonardo. As an artist, Fra Bartolommeo was 
characterized by a calm seriousness, unaffected dignity and 
grace. The religious expression of his holy figures proceeds 
from a conscious elevation, and is no longer the result of a 
mere sentimentality, as in the older masters. A mild dignity 
— ^the attribute of Leonardo and his school — ^pervades these 
figures, and in his Madonnas the expression of holiness is 
happily blended with feminine beauty. But the circle in 
which he moves is limited. Grenerally speaking, we feel the 
want of that inward power so essential to the perfection and 
even conception of grand and elevated subjects. In these he 
appears sometimes cold and formal, sometimes impetuous and 
wanting in repose. As respects his technical qualities, his 
colouring, especially of the nude, is unusually soft : he ap- 
pears, also, to have imbibed Leonardo's peculiarly melting 
execution ; his drapery, too, is excellent. The use of wooden 
lay-fig^ures was introduced by him, and was the means of con- 
siderably improving the study of drapery^ His compositions 
are generally simple Madonnas, surrounded by Angels, but 
he renders them imposing by splendid architecture and a 
skilfiil disposition of the groups. In these pictures he de- 
lights to introduce boy-angels, sometimes seated and playing 
on instruments, sometimes hovering around the Madonna, 
bearing her mantle, or the dais of the throne itself. In the 
gallery of the Uffizj at Florence are two small miniature 

• p 2 
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pictures of Fra Bartolommeo's early time — ^the Birth and Cir- 
cumcision of Christ ; the composition is particularly pleasing 
and dignified, the arrangement of the drapery excellent, and 
the execution extremely delicate. Already, even in these 
early works, the fine character of the artist's talent is visible, 
although it was not emphatically developed till a later period. 
In the year 1500, wounded to the soul by the execution of 
Savonarola, his most intimate and venerated friend, he entered 
into a convent, and during four years never touched a pencil. 
His love of life and Art was reawakened principally through 
the influence of the youthful Raphael, who arrived at Florence 
in 1504, and stimulated him to firesh exertions. Among the 
best works of Fra Bartolommeo's pencil, now existing, are 
some simple compositions of the Madonna and Child, often to 
be met with in galleries (some- of the most beautiful are in 
the Uffizj and Academy at Florence) or altarpieces, with the 
Madonna and various Saints. A specimen of this latter kind, 
representing the patron-saints of Florence, is also in the Uffizj. 
It is a particularly dignified and animated composition (St. 
Anna here occupies the highest place ; the Madonna is seated a 
step lower), but it is only dead-coloured, in chiaroscuro, for, 
unhappily, the artist died before he could execute it. His best 
altar-pictures of this kind are in Lucca ; the Madonna della 
Misericordia, in S. Bomano, is especially worthy of notice. 
In this the Madonna sits with gracious mien among a host of 
pious votaries (44 heads), whom she protects with her mantle 
from the wrath of heaven. Also a beautiful Madonna with 
Saints in S. Martino. The gallery of the Pitti Palace at 
Florence is rich in works by Fra Bartolommeo. The most 
celebrated is the St. Mark ; this picture is highly extolled for 
its sublimity, but perhaps betrays the deficiency of manly 
energy before alluded to. Two figures of Propliets, in the 
tribune of the Uffizj, are similar in style, but not so important. 
Still more beautiful, from its harmonious, solemn dignity, is 
a S. Vincenzio, brought from the convent of St. Mark to the 
gallery of the Academy. Also a representation of Christ 
after his ascension, surrounded by the Evangelists, and two 
genii holding a shield, in the Pitti Palace, though not satis- 
fectory in a spiritual sense, is of solemn arrangement and 
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great outward beauty of motive. A large Madonna with 
Saints, in the same gallery, has greatly darkened with age, 
but is said to have been one of his principal works. A number 
of charming heads in fresco, formerly in S. Maria Maddalena, 
near Florence, are now preserved in the Academy. We do 
not enumerate all the works of this artist in the galleries of 
Florence, but we must not omit a very interesting but now 
much injured fresco which adorns the wall of a chapel in a 
small court of S. Maria Nuova. It represents the Last 
Judgment ; and in the Apostles sitting on each side of Christ 
we are forcibly reminded of Raphael's " Disputa," as well as 
of the Last Judgment of Orcagna, in the Campo Santo at 
Pisa. The draperies of the Apostles are particularly excel- 
lent. The works of Fra Bartolonuneo are rare out of Tus- 
cany. An Assumption of the Virgin, in the Studj Gallery 
at Naples, is ascribed to him, and, with the exception of the 
principal figure, is worthy of the master. Two grand altar- 
pieces of 1505-1507, and 1515, are in the Louvre. A Ma- 
donna with Christ and the Baptist, in the collection of Lord 
Cowper at Panshanger, is distinguished from Fra Barto- 
lommeo's other smaller works not only in composition and 
colouring, but in the tender melancholy which pervades the 
whole. Two standing figures of St. Peter and St. Paul, 
as large as life, were executed during a short residence in 
Some. The first was completed by Raphael after Bartolom- 
meo's departure. They are now in the Quirinal. An excellent 
Madonna with Saints is in the cathedral at Besan9on, opposite 
the south doorway. Finally, his Presentation in the Temple, 
well known by the engraving, is in the Imperial Gallery at 
Vienna ; a neat sketch of it is in the Uffizj Gallery at Florence. 
Mariotto .Albertinelli was the friend and fellow scholar of 
Fra Bartolommeo, and an imitator of his style. A very cele- 
brated picture by him is in the gallery of the Uffizj at Flo- 
rence; the subject is the Salutation. It contains the two 
figures of Mary and Elizabeth only, but the arrangement is 
simple and noble, the drawing excellent, the colouring power- 
ful, and the expression earnest and finely intended, but perhaps 
in a slight degree constrained. In the Academy at Florence 
there are also several clever pictures, parts of which are very 
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graceful, by this master. In the Berlin Museum there is an 
Assumption of the Virgin, the upper part by Fra Bartolommeo, 
the lower by Mariotto Albertinelli. An early picture of the 
year 1506, the Virgin and Child standing upon a pedestal be- 
tween two kneeling saints, is delicate and graceful, but not 
comparable with Fra Bartolommeo in energy. It is in the 
Louvre. 

Among the scholars of Fra Bartolommeo may be mentioned 
Fra Paolo da Pistoja. In the Royal Gallery of Vienna there 
is a large altar-picture by him, in the style of his master. 
He inherited Fra Bartolommeo's drawings, and made use of 
them for his own pictures. After him the drawings fell into 
the hands of a Dominican nun, Plautilla Nelli, who also 
formed her style from them ; but she appears as a feeble, 
sentimental imitator. 

The general «tyle of Fra Bartolommeo was followed by a 
later Florentine artist, Andrea Vanucchi, commonly called 
Andrea del Sarto,* from his father's trade (1488-1530). In 
the works of this painter there is, however, less of the reli- 
gious seriousness of the elder master, less of his sincerity in the 
treatment of holy subjects. The pictures of Andrea, on the 
contrary, are generally characterized by a mere amiable cheer- 
fulness, a childlike innocent gaiety. The easily-known type 
of lus female heads is in no way derived from the ideal, but is 
merely, as with many a painter of the fifteenth century, a 
generalising of one single individual. Neither has this artist 
a rich fancy, as is proved by his historical pictures ; but his 
numerous Madonnas are always pleasing Vhen in his own pecu- 
liar style, and so long as his fine execution does not degenerate 
to empty mannerism. Originally Andrea was of the school of 
Pietro di Cosimo, and preserved some of the peculiarities of his 
master, particularly in his small pictures with landscape back- 
grounds. He soon, however, became independent ; his style, 
at first youthfully constrained and severe, was at a later period 
peculiarly soft and delicate in the modelling of the forms. 

Among the earliest of Andrea's works are the frescos which 
he executed in the court of the Compagnia dello Scalzo at 

* Biadi, Noti2ie inedite della Vita d' Andrea del Sarto, raccolte da mano- 
scritti e documenti autentici; Firenze, 1830. — ^Andrea del Sarto, von Alfred 
Reumont; Leipzig, 1835. 
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Florence.* All the paintings now remaining are in chiaro- 
scuro, and, with the exception of some allegorical figures, 
represent the history of St. John the Baptist. Those first 
painted were the Baptism of Christ, the Preaching of John, 
and the Baptism of the People. With the dry angular manner 
of the old school these already unite pleas^ing, correct drawing 
and dignity of character. ■ The rest of these pictures belong 
to a later period of the artist's practice, and are of unequal 
merit ; the last executed — ^the Birth of John — is, however, 
very excellent : it is a simple, effective composition, with very 
beautiful figures. Although these paintings have suffered, 
they can yet be tolerably well made out. In consequence of 
the celebrity of these first-mentioned frescos a similar work 
was entrusted to Andrea in the court of the SS. Annunziata 
at Florence. Alessio Baldovinetti had already begun the 
subject of the Nativity, and Cosimo Rosselli had also painted 
a compartment. Andrea commenced with the history of S. 
Filippo Benizzi, which he completed in ^ve large coloured 
pictures. These are among the most beautiful of his produc- 
tions ; they are in some parts very simple and severe in exe* 
cution, but have an expression of sterling dignity which is 
rarely found in his other works. One of their peculiar features 
is the beautiful landscape backgrounds. The fourth picture 
is particularly remarkable, both as regards its composition 
and the lively interest with which the story is told ; it repre- 
sents the Death of the Saint, and a Boy Restored to Life. 
The fifth excels in the harmony of its light and shade and 
colouring ; the subject is Children Healed by touching the 
garment of the Saint. Some time after Andrea painted in 
the same court the Birth of the Virgin, also an excellent 
work, and an Adoration of the Kings, with numerous figures. 
Another painting by him, in the great court of the same 
convent (in the lunette over the entrance), is of a considerably 
later period (1525) ; it is known by the name of the Madonna 
del Sacco — ^a simple Holy Family, in which Joseph is repre- 
sented leaning on a sack. This is one of the artist's most 
celebrated works : the forms are grand, the composition has 
an agreeable repose, and the drapery is masterly. 

> Pitture a Fresco di Andrea del Sarto ; Firenze, 1823. 
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Before we pass to Andrea's easel-pictures another important 
firesco must be mentioned, in the refectory of the convent of 
S. Salvi, near Florence, of the year 1526-7. It represents 
the Last Supper, with the usual arrangement of the figures ; 
it resembles, for instance, Leonardo da Vinci's composition, 
but is not to be compared with that work in the profound 
conception of the subject. The division of the groups is 
peculiar ; the single figures are finely characterized. 

The easel-pictures of Andrea are very numerous: their 
subjects are principally confined to the simple circle of Ma- 
donnas, Holy Families, and similar altarpieces ; in these his 
peculiar qualities are most fredy developed. Pictures of this 
kind, belonging to his early time, are very rare. One, which 
he painted for the convent of S. Gallo, and which is now in 
the Pitti palace, shows a finer and deeper earnestness than b 
usual in his works ; it is an Annunciation, and reminds us in 
some respects of Francia. In other pictures — ^in one, for 
example, of the same subject, in the same place (No. 27), the 
influence of Michael Angelo is visible — ^an influence which 
can hardly be said to have operated favourably on the style of 
Andrea. The most beautiful example of this artist's own 
manner is the Madonna di S. Francesco, in the tribune of the 
Ufflzj at Florence. The Madonna with the Child stands on a 
low altar, supported by two boy-angels ; St. Francis and St 
John the Evangelist stand beside her : the expression of both 
the saints is bland and dignified. Among the altarpieces 
which are now in the Pitti Palace, the so-called Disputa della 
SS. Trinita is peculiarly fitted to exhibit Andrea's affinity 
with the Venetian school. This is a " Santa Conversazione " 
of six Saints. St. Augustin is speaking with the highest in- 
spiration of manner ; St. Dominic is being convinced with lus 
reason ; St. Francis with his heart ; St. Lawrence is looking 
earnestly out of the picture; while St. Sebastian and the 
Magdalen are kneeling in front, listening devoutly. We here 
find the most admirable contrast of action and expression, 
combined with the highest beauty of execution, especially of 
colouring. A Dead Christ, with the mourners around him, 
symmetrically composed, which Andrea was fond of, is rich in 
fine details. Besides these, there is a considerable number of 
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Andrea's works, all more or less excellent, in the Florentine 
galleries, especially in that of the Palazzo Pitti. 

In the year 1518 Andrea was invited into France by 
Francis I., a great lover of Art ; for him and the great men 
of his court the artist executed a number of pictures : many 
of them still adorn the gallery of the Louvre. He was well 
received, and his remuneration was such as he could never 
have expected in Florence. Yet he was induced to leave 
France in the following year, under some pretext, by the im- 
portmiities of his capricious and tyrannical wife ; and even to 
embezzle the sums entrusted to him by the king for the pur- 
chase of works of Art in Italy. He afterwards deeply repented 
his folly, but never r^ained the fevour of the king. His 
conduct drew upon him many reproaches even in his native 
place, and the consciousness of disgrace certainly had a re- 
pressing influence on the free exercise of his talent. Of those 
pictures which he executed at Fontainebleau, only his principal 
one, a Carita, is preserved in the Louvre. This is the well- 
known group of a Mother with three Children, and (in spite 
of various injuries, and also of the destruction to which, in 
common with all the other pictures in the long gallery at the 
Louvre,* it is rapidly hastening) it is still of powerful effect 
of colouring : the forms, however, are neither noble nor well 
chosen. Andrea's pictures are frequent in other galleries 
besides those of Florence and Paris ; a whole collection of 
Madonnas and Holy Families, by himself and his scholars, is 
in the Borghese Palace at Rome. Some very excellent speci- 
mens are in Munich, Vienna, Berlin, and Dresden. But it is 
by no means to be supposed that all the works which bear his 
name are genuine. One of his last and most celebrated pictures 
is in Dresden — the Sacrifice of Abraham — done in 1529. 

Marc' Antonio Franciabigio, the friend and companion of 

' The wretched condition of the pictures in the Dresden Gallery, which is 
^ much deplored, is not to be compared with the systematic ruin of those in 
this part of the Louvre, For further information on this head we refer our 
readers to the perpetual complaints of certain French journals, and to Waa- 
gen's * Paris,* p. 679. Those which survive the daily dust during the Exhi- 
bition, and the damp exhalations of the neighbouring Seine, are sure to be 
destroyed by the periodical " Restorations.'* Whoever wishes to see these 
pictures must lose no time. 

p 3 
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Andrea, resembles him in maimer, although he never reached 
his nalveti and freedom. He painted two pictures in the court 
of the Scalzo, next to Andrea's — ^John receiving the Blessing 
of his Parents before he goes into the Wilderness, and his 
First Meeting with the youthful Christ. In the court of the 
SS. Annunziata he painted the Marriage of the Virgin. In 
all these works he appears a successful imitator of his friend. 
The monks micovered this last work before it was finished, 
which so enraged the artist that he gave the head of the 
Virgin some blows with a hammer, and was with difficulty 
prevented from destroying the whole. The traces of these 
blows remain, for neither Franciabigio nor any other artist 
would repair the injury. In his easel-pictures he is seldom 
important. 

Jacopo Canicci, commonly called Pontormo, from his native 
city, was a scholar of Andrea : his talents strongly excited 
the jealousy of his master, who forced him by injurious treat- 
ment to leave his studio. In the court of the SS. Annunziata, 
Jacopo painted the Salutation, or Visit of Mary to Elizabeth ; 
it has great grandeur in the forms. In the Uffizj there is an 
excellent portrait by him of Cosmo de' Medici, vivid and 
warm in colour. There are excellent portraits by this artist 
elsewhere — for example, in the Berlin Museum. Two other 
scholars of Andrea are not to be forgotten, Jacone and Do- 
menico Puligo, who frequently took a part in the works of 
their master. The pictures of Domenico, particularly his 
numerous Holy Families (in the Borghese and Colonna Gal- 
leries at Rome, the Pitti Palace at Florence, &c.) are so 
much in the manner of Andrea as to be frequently mistaken 
for that painter's works, only that the natural grace of Andrea 
is here lost in vagueness and uncertainty. 

The Florentine, 11 Rosso, was also employed in the court 
of the SS. Annunziata with Andrea and the above-named 
artists. He painted in it an Assumption of the Virgin, an 
animated and solenm picture, less noble and less clear in 
composition, however, than the other frescos of this place, 
and not without some indication of mannerism. A certain 
fantastic manner, peculiar to this artist, distinguishes him 
from tiie rest of the Florentines. In the galleries of Florence 
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and in other parts of Italy we find many pictures by his hand ; 
upon the whole, however, they are scarce even there, A 
large Madonna with saints, in the manner of Andrea del 
Sarto, is in the Pitti Palace. II Bosso spent the most active 
period of his life in France, in the service of Francis I. 
(under the name of Maitre Roux), superintending the em- 
bellishments of the palace at Fontaiuebleau. A Salutation 
of the Virgin, of his best time, how in the Louvre, shows 
equally the influence of Fra Bartolommeo as of Andrea del 
Sarto. An Entombment in the same gallery is coldly antique 
and very mannered. 

Ridolfo Ghirlandajo, the son of Domenico Ghirlandajo, 
was an artist of extraordinary talent ; he passed from the 
school of his father and uncle (David Ghirlandajo) into that 
of Fra Bartolommeo, and there formed a beautiful manner of 
his own. When Eaphael arrived in Florence, in 1504, 
Ridolfo cultivated a close friendship with him. At a later 
period Raphael urged him to take a part in his great works 
in the Vatican, but Ridolfo did not accede to this request. 
Two of his paintings in the Uffizj at Florence show how 
nearly at this time he kept pace with the aspiring talents of 
]E^hael. . In one, St. Zenobius raises a dead boy to life ; in 
the other, the corpse of the Saint is borne to the Duomo of 
Florence ; they are extremely well painted, the heads espe- 
cially are worthy of all praise. These pictures show, perhaps^ 
the highest state of perfection which the realistic school of 
Florence attained. An admirably executed Coronation of 
the Virgin, with several saints, of the year 1504, is now in 
the Louvre. A female head, in the Pitti Palace, with the 
date 1509, may be compared to some of Francia's best 
portraits. A Christ bearing the Cross, in S. Spirito at 
Florence, though somewhat superficial in execution, displays 
a very original motive: the crowd are all looking romid 
at the sorrowing Virgin who is following. Ridolfo, un- 
fortunately, afterwards deserted this honourable path, and 
from an artist became a mere mechanical painter. With 
Raffaellino del Garbo (1476-1524), a scholar of Filippino 
Lippi, we close the series of the Florentine artists of this 
period. In this painter's earlier works there is a peculiar 
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amiableness ; he has a tenderness of feeling which nearly 
resembles Lorenzo di Credi, but it is expressed still more ele- 
gantly. The Berlin Museum possesses five paintings of Rafi&el- 
lino, among which, two large altar-pictures (Part I. No. 179 
and No. 199),' and above all, a Madonna and Child with two 
angels (Part I. No. 194), are very remarkable for these qua- 
lities. That dramatic power also, which is peculiar in so high 
a manner to Lippi and the Ghirlandaj, displays itself in Bafael- 
lino's " Resurrection " in the Florentine Academy, especially 
in the figures of the four guards. This painter at a later 
period followed the modern direction, in which M. Angelo 
and Raphael had led the way ; but his attempts in it were 
not successful. Some of his later works are to be seen on 
the ceiling of the chapel of St. Thomas Aquinas, in S. Maria 
sopra Minerva at Rome. The walls are painted by his master 
FUippino Lippi. 



CHAPTER IV. 

RAPHAEL. 

We now come to an artist who again belongs to the greatest 
of modern times — ^to Raphael Sanzio, more properly Santi 
of Urbino.* According to Vasari he was bom on Good 
Friday, March 28th, 1483, and died on Good Friday, April 

> Waagen, Yerzeiehniss der G«iiuilde-Saminliiiig des Ednigl. Museums zn 
Berlin, 1834. 

a Very copious literary materials. The most important original works, 
beside the articles in Vasari's Biography, are— Angelo Comolli, Vita inedita 
di Rafiaello da Urbmo, illustr. con notM, Roroa, 1790; 2nd edit., 1791. — 
Carlo Fea, Notizie intomo Raff. Sanzio da Ur. ed alcune di lui opere, etc, 
Roma, 1822. — L. Pungileone, El^o storico di Ra£P>* Santi da Urbino, Urb. 
1829. — Quatrem^re & Quincy, Hist, de la Vie et des Ouvrages de Raph^*, 
Paris, 1824; 2nd edition, 1833; translated into Italian, with important 
notes : Istoria della Vita e delle Opere di Rafaello Sanzio da Urbino, del S. 
Quatrem^re, etc.; voltata in Italiano, corretta, illustrataed ampliata per 
cura di Francesco Longhena, Mikno, 1829. — Rafael als Mensch und Kiinstler, 
von G. K. Kagler, MGnchen, 1836; — a compilation. Others by Braon, 
Rehberg, &c Beyond all these ranks J. D. Passavant, Ra&el von Urbino u. 
sein Vater Giovanni Santi, Leipzig, 1839, 2 vols, with 14 plates ; a woi'k 
which embraces, with critical selection, the previous researches, explains in 
detail the works of the great painter, and till new facts come to light, may 
be considered as having exhausted the subject. 

Further: Italienische Forschungen von C, F. von Rumohr, vol. iii. — 
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6th, 1520. His epitaph, however, states that he died on his 
birthday, which, according to other accounts, also was April 
6th, 1483. It would be difficult to describe Raphael's cha- 
racter in more appropriate words than those with which Yasari 
concludes his biography : " O happy and blessed spirit I every 
one speaks with interest of thee ; celebrates thy deeds ; 
admires thee in thy works I Well might painting die when 
this noble artist ceased to live ; for when his eyes were closed 
she remained in darkness. For us who survive him it remains 
to imitate the good, nay excellent method, which he has left 
us for our guidance ; and as his great qualities deserve, and 
our duty bids us, to cherish his memory in our hearts, and 
keep it alive in our discourse by speaking of him with the 
high respect which is his due. For in fact through him we 
have the art in all its extent, colouring and invention, carried 
to a perfection which could hardly have been looked for; 
and in this universality let no human being ever hope to 
surpass him. And, beside this benefit which he conferred on 
Art as her true friend, he neglected not to show us how every 
man should conduct himself in all the relations of life. Among 
his rare gifts there was one which especially excites my 
wonder; I mean, that heaven should have granted him to 
infuse a spirit among those who lived around him so contrary 
to that which is prevalent among professional men. The 
painters — I do not allude to the humble-minded only, but to 
those of an ambitious turn, and many of this sort there are — 
the painters who worked in ^company with Raphael lived in 
perfect harmony, as if all bad feelings were extinguished in 
his presence, and every base, unworthy thought had passed 
from their minds. This friendly state of things was never so 
remarkable as in Raphael's time ; it was because the artists 

BeschrelbiiDg der Stadt Rom, etc — ^Passavant, Knnstreise durch England and 
Belgien : — etc. 

Outlines in Landon's Vies et (Euvres, etc. : — ^a great number, but unfortu- 
nately not chosen with sufficient discrimination. — ^Bonnemaison, Suite d'etndes 
calqoees et dessinees d'aprte cinq tableaux de Raphael ; Paris, 1818. Very 
useful as studies :— etc. 

Catalogues of the Engravings after Raphael's works : — Nachrichten yon 
Kunstlem und Eunstsachen ; vol. ii., Leipzig, 1769, p. 315, etc — Catalogue 
des Estampes gravees d'apr^s Rafiiel : par Tauriscus Eubceus (the Arcadiaa 
designation of Count Lepel) ; Francfort sur le M., 1819— etc 
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were at once subdued by his obliging manners and by his sur- 
passing merit, but more than all by the spell of his natural 
character, which was so benevolent, so full of affectionate 
kindness, that not only men, but even the very brutes re- 
spected him. It is said that if any painter of his acquaint- 
ance, or even any stranger, asked him for a drawing which 
could be of use to him, Raphael would leave his work to 
assist him. He always had a great number of artists em- 
ployed for him, helping them and teaching them with the 
kindness of a father to his children rather than as a master 
directing his scholars. For which reason it was observed he 
never went to court without being accompanied from his very 
door by perhaps fifty painters, all clever in their way, who 
had a pleasure in thus attending him to do him honour. In 
short he lived as a sovereign rather than as a painter. And 
thus, O Art of Painting ! thou too couldst then account thy- 
self most happy, since an artist was thine, who, by his skill and 
by his moral excellence, exalted thee to the highest heaven !" 
Although we cannot here enter into the consideration of 
the extravagant and partial appreciation of Raphael,^ implied 
in this passage, so evidently to the disadvantage of ail other 
artists, but which is quite in accordance with the spirit of the 
present age, we must acknowledge that in this description we 
find the essential points which form the groundwork of 
Eaphael's art. Yasari paints him as a magician, whose pre- 
sence diffuses joy and happiness, makes the marvellous pos- 
sible, and effects the closest union between the most opposite 
minds. This magic power is the spirit of beauty, which 
filled his whole being and shines through all his creations. 
A beautiful and harmonious development of form is his first 
aim, but not in the restrictive sense in which it was studied 
by the masters of the fifteenth century. In Raphael, beauty 
of form is the expression of elevation of mind, of utmost 
purity of soul. In Leonardo da Vinci, the chief aim appears 

1 The greatness of Raphael, compared with other artists, is not so much in 
kind as in degree. No master has left so many really excellent works as he 
whose days were so early numbered ; in none has there been obsei'ved so little 
that is unpleasing. His pare and noble character again places him in the first 
i>ank among artists. But this should not prevent us from admitting the suc- 
cessful efforts and high original qualities of other masters. 
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to have been a characteristic and thorough expression of the 
theme he had to treat; in Michael Angelo, we remark a 
peculiar, grand, subjective mode of conception: in both, 
beauty of form is to be considered as a secondary element : — 
it is the reverse in Raphael. This tendency may be distinctly 
observed in some of his works, where the subjects prescribed 
to him were perhaps less suited to the tendency of his mind ; 
in these, detached parts are often more attractive than the 
whole, and the accessory figures, represented with all the 
truth of nature, excite a stronger interest than the principal 
subject of the picture. 

Like most of the great artists of the time, Raphael's activity 
was not confined to a single department: in the history of 
art, he also fills an important place as an architect, and had 
b^un important researches into the architectural remains of 
Roman antiquity. One of the finest statues of modem Rome ^ 
is ascribed to him, not only in design or model, but in the 
execution in marble. But all his other qualities were eclipsed 
by his predominant talent for painting, and it is more espe- 
cially in this art, that we find the development of his powers 
aided in the happiest manner by the circumstances in which 
he was placed. We shall trace this peculiar progress in its 
most important steps. 

Raphael was the son of Giovanni Sanzio, or De' Santi, of 
Urbino (who has been mentioned among the painters allied to 
the Umbrian school). He received his first education as an 
artist firom his &ther, whom, however, he lost in his eleventh 
year. For the history of this part of his life there are only 
conjectures. As early as 1495 Raphael probably entered the 
school of Pietro Perugino, at Perugia, where he remained till 
about his twentieth year. Of the works painted by him before 
he entered this school we know nothing with certainty. At 
Urbino a Madonna 'is ascribed to him» said to have been 

1 The Jonah in the Cappella Chigi, in S. M. del Popolo. Passavant's 
reasons (i. 249) for ascribing the execution to Raphael appear tolerably con- 
Tindng. As regards also the Boy npon a Dolphin, of which a plaster cast is 
in the Mengs Gallery at Dresden, see Passavant, i. 250, and Konstbl., 1837, 
No. 62. [The original statue of the Boy borne by a Dolphin is now in 
Ireland. 8ee the Penny Magazine, July 17, 1841, where a woodcut of it is 
given. On the statues in the Chigi chapel, see Eastlake's Contributions to 
the Literature of the Fine Arts, p. 267, note.— Ed.] 
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painted on the court-wall of his fiither*s dwelling ; it is now 
preserved in a room of the same house. It has been Tecog- 
nized, however, as the work of his fiither. A circular picture 
of a Holy Family, in the sacristy of S. Andrea^ at Urbino, 
appears to be an imitation fiom one of his latest works. A 
Madonna in distemper, in S. Chiara at Urbino, is by Ingegno, 
so that nothing certain remains of his earliest time. The 
first traces of Raphael's exertions in the school of Perugino 
are supposed to be observable in several pictures by this 
master, who availed himself of the help of his gifted scholar 
in the execution of his works. The Besurrection, in the 
Vatican, may, as we have observed before, be almost entirely 
by the hand of Raphael. Another work of this kind is a 
beautiful altarpiece, formerly in the Certosa at Pavia, now in 
the palace of the Duca Melzi at Milan; one of the side 
paneb in particular, representing an angel with Tobias, is of 
surpassing beauty. In the Adoraticm of the new bom In^t, 
in the Vatican, a work of Perugino's school, executed by 
several hands, the figure of Joseph is at all ev^its by Raphael, 
perhaps also one of the front group. On the other hand his 
participation in the finescos of the Sala del Cambio at Perugia, 
and in the Adoration of the Eings in Citta della Pieve, is 
more than doubtful. 

The first ind^>endent works by Raphael (about 1500) which 
can be identified as such are the two sides (now separated) of 
a church flag in S. Trinitk zu Citta di Castello, r^resenting 
the Trinity with two saints praying, and the Creation of £ve ; 
also an altarpiece executed for the same town — a Crucifixion 
with four saints, formerly in Cardinal Fesch*s gallery at 
Rome, now in that of Lord Ward in London. Both works 
are entirely in Perugino's style, though already surpassing 
him in intelligenoe of expressicm. In the last-named picture, 
the childlike beauty of the St. John, and the deep, sacred 

> [The first of the above-iiamed pictures, representing a Madonna and 
Sleeping Child, is a wori[ by GioTanni Santi, much repainted. It is, howerer, 
interesting, horn the great probability that the composition was taken 
directly ^m natare, and that the artist's wife, Magia Ciaria, aiMl their only 
snrriying son, Raphael, were the originals. The circular pictnre in S. Andrea 
is partly copied, by an unknown hsnd, from (me of Raphael's latest works — 
the Holy Family, now in the Louvre, painted for Francis L See Passavant, 
Rafiiel Yon Urbino, i. 41, 42.— Ed.] 



THE MADONNAS OF RAPHAEL. 




REFERENCES. 

'-. Landon, Vies et CEuvres des PeintreF. Paris, 4to, 18069. (Raphael.) 
P. PA39AVANT, Raphafil von Urbino. LeipziA, 1839, vol. 2. 
p. ra^e of t±ie present work. 



?: I 



Berlin, P. 13, p. 329. 5. Del Gran Duca, Florence, P. 35, p. 334. 

With SP. Francis and Jerome, Berlin, P. 19, .'0. St. Luke painting the Madonna, Raphael looking 

p. 329. ou, Rome, L. 132, P. 416, p. 386. 
In Casa Connestabile, Perugia, P. 24, p. 330. 



THE MADONNAS OP RAPHAEL. 




I 



I 



<J. Naples (from St. Antonio convent, Perugia), 14. Orleans, L. 146, P. 59, p. 339. 

P. 30, p. 335. 15. Canif^iani, Munich, L. 424, P. 68, p. Sau. 

\ Blenheim (1505), P. 13, p. 336. 16. Rnk, P. 79, p. 339. 

:i. Cardellino, Floivnos, P. 4.'^, p. 338. 17. Tempi, Muincfi, L. 426, P. SI, p. 33S. 

:.. Vienna (1506), P. 49, p. 337. 18. Minionna au'l ;-l. - linft Cl.dd, P. SJ, p. 372, now 



Chap. IV. BAPHAEL. 329 

grief of the Madonna, are given with indescribable intensity. 
Various easel-pictures are also attributed, with more or less 
certainty, to Eaphael alone during this time. They bear 
the general stamp of the Umbrian school, but in its highest 
beauty. The tender, enthusiastic sentimentality which is the 
general characteristic of this school, may be said to harmonize 
well with the character of generous youth. So long as works 
of art done under such an influence seem to breathe the fresh 
aspirations of the youthful mind, they must of necessity appear 
true and pure ; but when, at an advanced period of life, this 
sentiment and aspiration are not ripened into depth of cha- 
racter and energetic decision, then does tliis youthful tender- 
ness, as we have before remarked in the instance of the 
Umbrian masters, necessarily degenerate into constraint, and 
become mere manner and mechanism. The foundation of a 
noble manhood, undeveloped as it is in the early works of 
Raphael, is nevertheless apparent in his pure and clear con- 
ceptions ; his youthful efforts are essentially youthful, and 
seem to contain the earnest of a high development. This it 
is which invests his early productions with so peculiar and 
great an interest. A few may be mentioned which are tole- 
rably well authenticated. !Flrst, some Madonnas ; two are 
in the Berlin Museum. In the one, the Madonna reads in a 
book ; the Child on her lap holds a goldfinch in his hand (1)^ 
The attitude of the mother is unaffected and simple ; the per- 
fectly oval countenance has an expression of peace and repose 
— ^not free, however, from constraint ; the Child is not beau- 
tiful ; the forms are as yet awkwardly rendered ; the attitude 
is affected.* A second picture of perhaps two years earlier 
date, with heads of St. Francis and St. Jerome introduced 
below the Virgin (3), is better. Here, the countenance of 
the Madonna, who turns affectionately to the Child with an 
expression of the deepest, most fervent feeling, is equally 

[^ In order to enaUe the reader to identify each Madonna picture, we add 
the number corresponding with that in the illustration. — Ed.] 

* Between these two pictures Passavant places (ii. 14) the small pictures of 
various Predellas : a Baptism of Christ, and a Resurrection, in the Munich 
Gallery — an Adoration of the Kings, in the castle of Christiansburg, near 
Copenhagen — ^the Sacrifices of Cain and Abel, in Mr. Emerson's possession in 
London— and others. 
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tender and gentle as in the other picture, and is free from its 
defects ; the figure of the Child is better drawn : the heads of 
the two saints are very excellent, with a character of gentle- 
ness and piety. The general arrangement is agreeably and 
judiciously contrived, and the picture is executed with great 
softness and warmth. Similar to it, but much more finished, 
is a small round picture of the Madonna in the Casa Con- 
nestabile (4) at Perugia. The Virgin (a half-figure) stands 
in a landscape, reading, while the Child in her arms also 
looks into the book. The head of the Virgin indicates a pro- 
gressive development of the freest, finest kind; the Childy 
too, is lovely. It is a miniature painting of inexpressibly 
delicate and beautiful execution. Of somewhat earlier date, 
probably, was the Madonna of the Countess Anna Al&ni (2) 
at Perugia, also one of the loveliest pictures of this style. 
The Virgin, with her eyes cast down in humility, is holding 
the Child, who is standing upon her lap: above are two 
cherub heads. 

Next to these may be mentioned a large altarpiece — an 
Adoration of the Kings (not painted later than 1503), which 
has passed from the Ancajani family of Spoleto to the Berlin 
Museum. The general motives of this rich composition re- 
semble the Umbrian school, in the treatment of similar sub- 
jects ; the same resemblance is observable in the attitudes of 
the figures, and in the management of the drapery ; but the 
heads are remarkable for a peculiar refinement, and the forms 
have great purity and delicacy. The Child lies on a coverlet 
on the ground, in the middle of the picture. Infimtine love- 
liness is pleasingly developed in its form. On one side, where 
the stall is, the mother reverentially kneels, and next to her, 
two beautiful angels, like attendants, kneel likewise; St. 
Joseph stands behind her. On the other side the kings ap- 
proach with a numerous retinue ; the first, dignified and serious, 
is already kneeling down : the vivacity of youth expressed in 
the head of the youngest king is very interesting : three 
graceful angels, borne on clouds, are singing above these 
groups. A rich arabesque frame encloses the whole : in the 
upper corners are represented two sibyls ; in the lower, two 
saints. This picture is painted in distemper (a guazzo)^ on 
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canvas, and- has, alas ! suffered so much from damp that the 
colours are not only faded, but in some parts have fallen 
off, leaving the well-felt preparatory outline visible.* A 
picture very similar to this in composition is in the gallery of 
the Vatican. The Virgin kneels on one side of the In^t, 
Joseph on the other ; in the middle distance are the shepherds ; 
in the background the kings advance to worship. The picture 
appears, however, to have come from the studio of Perugino, 
for though we recognize the hand of Raphael in some parts, 
in others that of Lo Spagna and other less important artists is 
visible.* Another important picture of this time, which shows 
the progress of the young painter, is the Coronation of the 
Virgin, painted for the church of S. Francesco at Perugia, in 
1503, but now in the Vatican. In the upper i)art, Christ 
and the Madonna are throned on clouds and surrounded by 
angels with musical instruments; underneath, the disciples 
stand around the empty tomb. In this lower part of the 
pictiure there is a very evident attempt to give the figures 
more life, motion, and enthusiastic expression than was before 
attempted in the school (for instance in the beautiful heads of 
three youths looking upwards), an effort which, owing to the 
want of complete practical mastery, has occasioned several 
Allures and not a little mannerism, though unquestionably 
with some beautiful exceptions. The Christ, in expression at 
least, is unsuccessful ; but the head, figure, and mien of the 
Virgin are modest and beautiful. The predella was adorned 
with elegant miniature-like pictures of the Annunciation, the 
Adoration of the Kings, and the Presentation in the Temple : 
they are in the same gallery." 

> See Dr. Waagen, *Uber das Gemllde Raphaels aus dem Hause Ancajani,* 
in the Museum ** Blatter fiir bildende Kunst," 1834, No. 18, viz., Doubts 
hare been raised as to whether this picture is entirely by Raphael. In point 
of composition it belongs unquestionably to the school, which is proved by 
the picture in the Vatican, and also by other school pictures of the same 
subject, only that it is finer and better understood here than in the repeti- 
tions. Setting this aside, however, and granting that the very conventional 
character of tJ^e drapery tells against our argument, yet there is no question 
that the exquisitely beautiful and intellectual heads are the work of Raphael, 
since neither his master nor his fellow-pupils could have created such. 

• [The head of Joseph is probably by Raphael.— Ed.] 

' For other smaller works of this description, see Passavant, i. 69 ; and 
ii. 25. 
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The works of Raphael, in conjunction with Pinturicchio, in 
the Libreria of the Duomo at Siena, also belong to this period. 
But his participation in this undertaking appears to have been 
limited to some designs : two beautiful drawings by him for 
these subjects are still preserved ; one is in the Uffizj at 
Florence ; the other in the Casa Baldeschi at Perugia. They 
are greatly superior in delicacy of feeling, grace, and freedom 
to the paintings in the Libreria ; thus proving that Kaphael 
could have had no share in the execution of the latter. 

After these works Eaphael appears to have quitted the 
school of Perugino and to have commenced an independent 
career : he executed at this time some pictures in the neigh- 
bouring town of Citti di Castello. With all the features of 
the Umbrian school, they already show the freer impulse of 
his own mind, — a decided effort to individualize. The most 
excellent of these, and the most interesting example of this 
first period of Raphael's development, is the Marriage of the 
Virgin (Lo Sposalizio), inscribed with his name, and the date 
1504, and at present in the Brera at Milan. The arrange- 
ment is simple and beautiful : — Mary and Joseph stand oppo- 
site to each other in the centre ; the high priest, between them, 
joins their hands ; Joseph is in the act of placing the ring on 
the linger of the bride : beside Mary is a group of the virgins 
of the Temple ; near Joseph are the suitors, who break their 
barren wands, — that which Joseph holds in his hand has blos- 
somed into a lily, which, according to the l^end, was the 
sign that he was the chosen one.* In the background is the 
lofty Temple, adorned with a peristyle.* "With much of the 
stiffness and constraint of the old school, the figures are noble 
and dignified ; the countenances, of the sweetest style of 
beauty, are expressive of a tender, enthusiastic melancholy, 
which lends a peculiar charm to this subject, inappropriate as 
it is in more animated representations. 

* [See the Flos Sanctorum and Evang. Marise. — Ed.] 

• (This beautiful architectural design, it appears, was copied (but rery 
much improved) from a picture of the same subject by Perugino, now in the 
Museum of Caen in Normandy. The general form and proportions were pro- 
bably suggested in the first instance by Brunelleschi's design for the octagon 
(extemdUy sixteen-sided) chapel of the Scolari annexed to the church Degl' 
Angeli at Florence ; the building itself remained unfinished. — Ed.] 
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In the year 1504, Raphael painted a Christ on the Mount 
of Olives, at Urbino, a picture of noble composition and of 
the most delicate execution, now in the possession of Prince 
Gabrielli at Rome.* It is remarkable here to observe how 
obviously Raphael was constrained by the limits prescribed 
by his school. Judas and his myrmidons are here sweet and 
dignified forms, who seem to harbour anything but violence 
and treachery, in their hearts. The two graceful little pictures 
also, in the Louvre, St. George and St. Michael, appear to 
have been painted at this time for the Duke of Urbino : St. 
George, a noble and slender figure on a white horse, is 
attacking the dragon with his sword, having already trans- 
fixed him with his lance. In the landscape in the back- 
ground is the figure of the liberated princess. The beautiful 
and youthful figure of the Archangel Michael, clad in 
armour, is represented treading on the neck of the dragon 
and striking at him with his sword. In the dark landscape 
we see monsters of every kind, condemned souls plagued by 
demons, and a bumint; town according to the 8th and 23rd 
books of Dante's Inferno. The execution of both these little 
pictures is very careful, but at the same time light and bold. 
The St. George has been much injured and is much over- 
painted. The Knight dreaming, a small picture, formerly in 
the possession of Lady Sykes, and now in the National Gallery 
at London, is supposed to have been painted a year earlier. 
It represents a youth in armour lyi »^ sleeping under a laurel, 
with a female form on each side. The one in a crimson robe 
is offering him a book and a sword ; the other, richly dressed, 
is presenting flowers as symbols of the pleasures of life. This 
is one of the finest allegories in the manner of Giorgione. 

In the autumn of the year 1504 Raphael went to Flo- 
rence.* Tuscan art had at this period attained its highest per- 
fection, and the most celebrated artists were there contending 
for the palm. New examples were offered to the aspiring spirit 
of youth, and pointed out the path to excellence. A new aera 

^ [Now in England, in the possession of Mr. Coningham. — Ed.] 
• A record quoted by Gaye, Cartegg. 2, p. 68, proves that Perugino also 
spent part of the summer of 1505 at Florence. According to a note of 
certain expenses, ib. p. 89, it would seem that Leonardo da Vinci at all events 
visited Florence in the summer of 1505, and Michael Angelo the same. 
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now commences in Eaphael's development : from this period 
b^ns his emancipation from the confined manner of Peru- 
gino's school ; the youth now ripened into independent man- 
hood, and acquired the free mastery of form. If the earlier 
works of Raphael are the expression of his own mild spirit, 
the greater part of those which immediately follow are charac- 
terized by an unconstrained and cheerfrd conception of Jife.' 

At this time the celebrated Madonna del Granduca (5) is 
said to have been executed. This, though generally displayed in 
the Pitti gallery, is the private possession of the Grand Ducal 
family of Tuscany. Here the Madonna holds the infant tran- 
quilly in her arms, and looks down in deep thought. Although 
slightly and very simply painted, especially in the nude, this 
picture excels all Raphael's previous Madonnas in that wonder- 
ful charm which only the realisation of a profound thought 
could produce. We feel that no earlier painter had ever 
understood to combine such free and transcendent beauty with 
an expression of such deep fweboding. This picture is the 
last and highest condition of which Perugino's type was 
capable. 

The Madonna also belonging to the Duke of Terra Nuova (6) 
at Naples, appears to have been the creation of this time. The 
Virgin is represented sitting in a rocky landscape, with the 
child on her lap, who, together with the Uttle Baptist, is hold- 
ing a scroll. A third child is leaning at the Virgin's knee, 
gazing tenderly up at the infant Saviour. 

Raphael's visit to Florence must, however, have been but 
of short duration,* for in the succeeding year we find him 

^ The influence of the cartoons by Leonardo and Michael Angelo is alluded 
to at p. 284. On Raphaers relation to Fra Bartolommeo, see p. 316 ; to 
Ridolfo Ghirlandajo, p. 323. 

* Here it will be right to mention that fresco of the Last Supper, disco- 
vered in October, 1845, in what was formerly the convent of S. Onofrio at 
Florence (Via Faenza, No. 4771), although we have not yet been able to 
decide in our own mind whether it be really a work of Raphael's. The 
question of its genuineness has brought forward many estimable authorities 
for and against, to whom we should much prefer merely to refer the reader, 
were it not that the view of Raphaers whole course of development depends 
too much on this at all events very interesting fresco, for us to withhold 
such opinions as we have formed. 

The first general impression caused by this picture is, that it is a work of 
Pinturicchio— or one of not purely Florentine origin, but combined of- mixed 
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employed on several large works in Perugia ; these show for 
the first time the influence of the Florentine art in the purity, 
fulness, and intelligent treatment of form ; at the same time 
many of the motives of the Peruginesque school are still 
apparent. The first of these works which claims our notice 
was that executed for the convent of S. Antonio of Padua, at 
Perugia, once in the possession of the Colonna family at 
Rome, now in the royal palace at Naples.* It represents the 
Madonna and Child on a throne, in a heavy style of archi- 
tecture, adorned with a canopy. On the steps of the throne 
the little St. John worships the infant Christ, who blesses him, 
while the Virgin gently draws him nearer. The in^int Christ, 

Peruginesque and Florentine influences. An unprepared spectator would 
scarcely suppose it to be the production of Raphael. Not only do the some- 
what broad heads differ materially fiom the type of his Coronation of the 
Virgin, of his Sposalizio, and his fresco at S. Severo— not only is the firm and 
well-pra(ttised handling utterly opposed to Raphael's early timid touch (see, 
for example, the fresco at S. Severo), but the composition U in itself an argu- 
ment against the supposition. It is psychologically improbable that Raphael, 
impressed as he was with the most powerful works of Leonardo da Vinci, 
and also perhaps with those of Michael Angelo, should, at the moment when 
his artistic tendencies were most strongly excited in a new direction, have 
resigned himself passively to the old traditional mode of representing this sub- 
ject — a mode which the Ghirlandaj had practised — and that at a time when 
the fame of Leonardo's Last Supper had spread far and wide, and sketches or 
descriptions must, at all events, have reached him. Granting even the read- 
ing of the very doubtful inscription on the upper border of the robe of the 
St. Thomas, viz. " R(a)PH(ael) UR(binus) MD et V," it proves nothing for 
the whole picture, but can only be taken as evidence in favour of that sepa- 
rate and certainly extremely beautiful head. In other cases, for instance in 
the diurch flag of Citti di Castello, in la belle Jardiniere, &c., Raphael has 
not hesitated to inscribe his name upon the robe of the principal figure, even 
though it were that of the First Person of the Trinity. External evidence also 
makes the idea of Raphael's being the author of this work almost incredible. 
Florence, in the year 1505, overflowed with native talent, and, in part, of the 
first order — with professors who were very tenacious of the mtrusion even of 
distinguished foreign artists, to say nothing of one who, in that circle at least, 
was an unknown youth. Besides this, the short period of Raphael's first 
visit to Florence must have been employed with other things, and not with 
an extensive work, which would have engrossed him exclusively. A new 
world of works of art, from Masaccio's frescos to the latest and finest pro- 
ductions of his contemporaries, lay suddenly open before him ; and if there 
was one period of his life in which we may be sure that new impressions 
were working actively in his mind, it was this. 

Meanwhile the history of art can only gain by investigations of this kind : 
a truly conclusive argument, whatever it may be, will be willingly admitted 
by every one. 

^ Rumohr assigns a somewhat earlier date to this picture. Ital. Forsch. 
iii. 32. 
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at the request of the sisterhood, is clothed in a little shirt. On 
the sides are St. Peter, St. Catherine, St. Paul, and St. Doro- 
thea.^ In the lunette over the picture is God the Father — a 
half-figure, with two adoring angels, one on each side. The 
draperies in this picture, particularly in the powerful figures 
of the apostles, are already more free and broad : the heads of 
the men are dignified, those of the w(Hnen tender and earnest, 
particularly that of St. Catherine, which is full of grace : the 
two children are beautifully artless. The small subjects of the 
predella are now dispersed. The Christ on the Mount of Olives 
is in the collection of Mr. Samuel Itogers, in London ; The 
Christ bearing his Cross, at Mr. Miles's of Leigh Court ; and 
the Dead Christ lamented by the Women and the Disciples, 
in the possession of Mr. Whyte, of Barron-hill, Derbyshire.* 

Two other pictures are inscribed with the date 1505 : one 
an altarpiece for the church of the Serviti at Perugia, now at 
Blenheim Castle, the seat of the Duke of Marlborough. It 
represents the Madonna and Child on a throne, with St. John 
the Baptist and St. Nicholas of Bari (9) — a picture of sur- 
passing beauty and dignity. Besides the dreamy intensity of 
feeling of the school of Perugia, we perceive here the aim at 
a greater freedom and truth of nature, founded on thorough 
study. The centre picture of the predella — ^the Preaching of 
St. John the Baptist — is at Bowood,-the seat of the Marquis 
of Lansdowne. (The small, so-called Pietli, belonging to 
Count Tosi at Brescia, representing the risen Saviour with the 
crown of thorns, and in the act of benediction, appears also to 
belong to the year 1505. The picture is charmingly executed 
and in good preservation.) 

The second is a fresco of some size in the lunette of a 
chapel in S. Severo at Perugia. Christ is in the centr^, with 
the dove of the Holy Spirit above and two youthful an^ls 
beside him. Over the group is God the Father, with twq 

* [According to Passavant, St. Rosalia. Both are generally crowned with 
roses, but St. Dorothea has sometimes a sword, and St. Rosalia is usually 
dressed as a nun. — Ed.] 

* [The Dead Christ passed from the possession of Count Rechberg to that 
of Sir Thomas Lawrence, and then became the property of Mr. Whyte, of 
Barron Hill. Two single figures in the predella, St. Ifrancis and St. An- 
thony of Padua, are in tiie Dulwich Gallery. — Ed.] 
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angels: this part of the picture is much injured. On each 
side of the middle group, and somewhat lower, are three saints, 
seated. It is a very grand compositicm, and reminds us, on 
the one hand^ of Fra Bartolommeo's now ruined fresco in S. 
Maria Nuova at Florence, as well as of older paintings, and 
on the other it may be considered as the original of the upper 
portion of Raphael's own celebrated * Disputa * in the Vatican.* 
The figures of the saints are very dignified : the Christ is 
beautiful, and with a mild expression; and the angels — at 
least the one on the left of the Saviour, folding his hands on 
his breast — ^most interesting and graceful. The drapery, 
although still severe, is well executed in grand lines and 
masses. The painting has unfortunately suffered materially, 
and the upper group is almost entirely destroyed. Under it is 
a niche, on each side of which are three saints, painted by 
Pemgino in 1521, and painfully showing the weakness of the 
surviving master. 

After finishing these works Eaphael appears to have re- 
turned to Florence, where he remained (with the exception of 
some visits to Urbino and Perugia *) until the middle of the 
year 1608. The early paintings executed during this period 
betray, as might be expected, many reminiscences of the 
Peruginesque school, both in conception and execution; the 
later ones follow in all essential respects the general style of 
the Florentines of this time. 

One of the earliest of these is the Holy Family with the 
Palm-tree (12), formerly in the Orleans collection, and now 
in the gallery of the Earl of Ellesmere, in London. It is a 
round picture : the Madonna sits under a fan palm, holding 
the infant Christ on her lap ; Joseph kneeling presents flowers 
to him. This last figure is either by an inferior hand or has 
been entirely painted over. 

To this picture may be added the Virgin in the Meadow 
(11), in the Belvedere gallery at Vienna. The Madonna is 
here represented in a beautiful landscape, and with both hands 
supports the infant Christ, who stands before her : she turns 

» [The subject of Theology, painted by Raphael in the Vatican, and gene- 
rally called the * Dispnta (del Sacramento)*. — Ed.] 
* [And perhaps Bologna : see Passavant, i. 95.— -Ed.] 
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with looks of lore to ike litde St. John, who kneeling at the 
side oflfers a reed cross to his companion : — a {Mcture of tendor 
grace and sweetness, which shows the influence o£ Leonardo 
more than that of anj other maater in the expression of the 
headji, in the forms of the claldren, and even in the dca^ry, 
and in the deep brownish tones of the landscape. Two other 
pictures show a close affinity with this compositioii — the one is 
the Madonna del Cardellino (10)^ in die tribune of the Ufficj 
at Florence : here the little St. John presimts a goldfinch to 
the infiwt Christ ; hence the name of die picture. The £mn 
and countenance of the Madonna are of the purest beauty ; 
her whole soul seems to breathe h^iness and peace* John 
also is extremely sweet ; but the figure of the infiwt Christ 
does not fulfil the artist's intention, which appears to have 
been to represent the seriousness and digniify &£ a divine bein^ 
in a childlike form ; bodi the figure and expression are catber 
stifi* and affected. The third of these pictures is the so^naifted 
Belle Jardini^ (21), inscribed 1507, in the gallery of the 
Louvre. It belongs to the latter part of Saphaei's resideoee 
in Florence. In composition it certainly resemUes the two 
last mentioned, but all that was unsads&ctory and ineompjete 
in them has here disappeared. The sweetest cheeriulneas, 
grace, and innocence breathe from this picture* The Madonna 
sits among flowering shrubs, as in a garden (whence, perhaps, 
the name of the picture) ; Christ stands at h^ knee, while 
SL John kneels in childlike devotion. Unfc^uniE^dy, the 
picture has be^i much injured, and is much overpainted. An 
old copy, which in later times has passed through many hands, 
is £dsely given out as the original, and is probably the work 
of a Flemish artist. 

It is interesting to observe Raphael's progress in the small 
pictures which he painted in Florence — half-figures of the 
Madonna with the Child in her arms. In this instance, again, 
the earliest of the series are characterized by the deepest, 
t^derest feeling, while a freer and more cheerful enjoyment 
of life is apparent in the later ones. The Madonna della 
Casa Tempi, in Florence (17), now in the Munich Gallery, is 
the first of this series. Here the Virgin is tenderly pressing 
the Child, who nestles closely to her, and appears to whisper 
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words of endewrment. In this {ttcture the Madonna is repre- 
se^ied standing: in the three following she b sitting. In 
one, the infaat Christ looks out of the picture ; he sits on 
the Madonna's lap and holds by the bosom of bar dress. The 
most simple of these is a small picture originally in the Orleans 
Gallery, and which was some years ago in the possession of 
M. Neuwenhuys, of London. In the highly executed but 
very spirited picture from the Colonna palace (20) at Rome, 
and now in the Berlin Museum, the same childlike sportive- 
.nessy the same maternsd tenderness, are developed with more 
h£urmonious refinement. The third, in the possession of Earl 
Cowper, at P^ishanger (19), and inscribed with the year 
}508, borders on mannerism in ihe forward boyish expression 
of the Child ; ih^ countenance of the Madonna is, however, 
extremely sweet.^ The fine composition of the Madonna with 
the Pink (16), the <Niginal of which is not known, belongs 
also, doubtless, to this Flor^itane time. Tlie Yirgin is holding 
the Child upon her lap, ^o is in lively option, and reaches 
gaily towards the pink, which she is giving to him. In the 
background is a window through which we see into the open 
air. A school {Hcture of this subject was in the possession of 
the Cav. Camnccini — ^an excellrait, but apparently free repe- 
tition, probably by Sassoferrato, is in the collectipn of Herr 
Maglin at Basle. 

A larger representation of a Holy Family (15), belonging 
to the middle time of Raphael's Florentine period, is in the 
Munich Gallery. In the composition of this picture we 
observe a particular study of artificial grouping. On one side 
of the picture the Madonna, half kneeling, half sitting, leans 
over toward the other figures ; before her is the infimt Christ : 
on the other side is Elizabeth in a similar attitude, and before 
her the little St. John: behind the women stands Joseph; 
thus completing the group in a strictly pyramidal shape.* 

» [Another Madonna and Child, of an earlier date (perhaps 1505), is in 
the same collection. See Passavant, Rafael von Urbino, ii. 37. — Ed.] 

« This extreme regularity may have been less perceptible before two groups 
of infant angels' heads in the upper jiart of the picture were removed, after 
having been spoilt by a so-called restoration in the Diisseldorf Gallery. In 
the Corsini Palace at Rome there is a Holy Family attributed to Fra Barto- 
lommeo, of almost the same composition, only without the St. Anna, so that 
the group, which is well united in the Munich picture, here seems to fall 

q2 
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Although this disposition appears somewhat formal, and al- 
though the picture in other respects betrays an imperfect 
practice, yet even here there are many beautiful parts, and 
the playful affection of the children, on whom the parents look 
down, not without variety of action, at least accounts for a 
unity of feeling corresponding with the r^^rity of the 
arrangement. 

Another Holy Family, half-figures, in the Gallery of the 
Hermitage of St. Petersburg (13) — ^to judge from the en- 
graving — ^also appears to belong to this period. There is an 
evident leaning toward the direct imitation which characterized 
the naturalisti ^ in the head of St. Joseph looking down on 
the Child, which is no longer observable in the later works of 
Baphael, and may probably be ascribed to the influence of his 
friend Fra Bartolommeo. In the Oratory of the Escurial 
there is a Madonna, with the Child seated upon a Lamb (23), 
after a motive of Leonardo's, while Joseph, leaning upon a 
staff, is looking on. The picture is only underpainted, and is 
probably one of those which Raphael at his departure from 
Kome left unfinished. 

One of the best pictures of the latter part of this Florentine 
period is the St. Catherine in the possession of Mr. Beckford,* 
formerly in the Aldobrandini Gallery at Kome. The saint, a 
half-figure, stands leaning on the wheel, and looks up with 
heavenly enthusiasm to the ray of light descending upon her. 
Few even of the great masters have succeeded in giving this 
expression with so much truth, life, and interest. 

Beside these pictures, intended more for the purpose of 
domestic devotion, Eaphael executed two large altar-pictures 
at Florence. One is the Madonna di Pescia {22) , or, del Bal- 
dacchino, in the Palazzo Pitti at Florence. The Madonna 
and Child are on a throne ; on one side stand St. Peter and 

asunder. The priority of composition belongs unqaestionably to Raphael, 
and I am tempted to think that the picture in the Corsini Palace, on account 
of its mannered execution, is not by Bartolommeo, but imitated from Raphael 
by one of his scholars. 

1 [The term naturalisti is applied by Italian, and naturalistas by Spanish 
writers on Art, to painters of various schools, who imitated nature without 
sufficient selection. — Ed.] 

• [Now in the National Gallery. — Ed.] 
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St. Bruno, on the oth^, St. Anthony and St. Augustine ; at 
the foot of the throne two boy-angels hold a strip of parchment 
with musical notes inscribed on it ; over the throne is a canopy 
(haldaeckino\ the curtains of which are held by two Hying 
angels. The picture is not deficient in the solemn majesty 
suited to a church subject ; the drapeiy of the saints, parti- 
cularly that of St. Bruno, is very grand ; in other respects, 
however, the taste of the naturcdUti prevails, and the heads 
are in general devoid of nobleness and real dignity. In the 
colour of the flesh the picture forcibly reminds us of Pra Bar- 
tolommeo. Raphael left it unfinished in Florence ^ and in this 
form, with an appearance of finish which is attributable to 
restorations, it has descended to us. 

The second altar-picture, the Entombment of Christ, painted 
for the church of S. Francesco at Perugia, is now in the 
Borghese gallery at Rome. The picture is divided into two 
groups : on the left, the body of the Saviour is borne to the 
grave by two men, with great energy of action. Next to the 
body are Mary Ms^dalene, Peter, and John, variously ex- 
pressing the deepest sympathy. On the right, supported by 
women, the Madonna sinks down fainting. This is the first 
of Raphael's compositions in which an historical subject is 
dramatically developed ; but as regards this aim, the task ex- 
ceeded the powers of the youthful master. The composition 
wants repose and unity of effect ; the movements are frequently 
exaggerated and mannered. The evidence of emotion, which 
in single heads is powerfully expressed, does not in all appear 
to be the immediate ebullition of feeling.* But the body of 
the Saviour is extremely beautiful ; the noble and harmonious 
forms, the expression of a sublime sorrow in the head falling 
back, place this figure among the greatest master-works. 
The execution of the picture is beautiful but severe. The 
lunette, containing the First Person of the Trinity with up- 
raised hands, among angels, is now placed above an altar-piece 

1 [Rumohr (Ital. Forsch. iii. 70) also appears dissatisfied with this pic- 
tare. Its imperfections, if any mast be admitted, are to be attribated piuiJy 
to the sabject, which, as the aathor obser\'es, was new to the great artist, 
and cost him unasual efforts, as is apparent from the great number of draw- 
ings and studies for the picture still remaining. Raphael was twenty-four 
years of age when it was done. — Ed.] 
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by Orazio Alfani, in the church of S. Francesco at Perugia. 
The subjects of the predella are in the gallery of the Vati- 
can. They are small chiaroscuro pictures of Faith, Hope, 
and Charity, in circular medallions, with genii at ikeir 
side — graceful, pleasing eompositions, light and spirited in 
execution. 

A third large altar-piece, from the Cathedral of Pisa, ex- 
isted a few years ago in Mr. Solly's collection at London.' 
It contains the Assumption of the Virgin, with St. John, St. 
Philip, St. Paul, and St, Francis standing and kneeling round the 
grave below. The composition belongs decidedly to Raphael's 
Florentine period, though his execution is probably limited to 
St. John and St. Francis, and the beads of the cherubim. 
The rest may have been finished by Bidolfo Ghirlandajo. 

As early as 1506, Baplmel painted for the Duke of Urbino 
another St. George, which recalls in many ways the first little 
picture ; only here the Dragon is killed by the spear alone, 
and the Princess, in^ead of fleeing, is on her knees. At 
this time the picture is hanging with an ever-burning lamp 
before the large portrait of the Emperor Alexander, in the 
Hermitage at St. Petersburg.' 

Raphael's earliest mythological piece, to which he was 
probably incited by the celebrated antique group in the libr^ia 
of the Catiiedml of Siena, bdoogs to this time : this is the 
picture of the Three Graces in the late Lord Dudley and 
Ward's gallery.^ The sweet gracefulness of the still Peru- 
ginesque expression is here united charmingly with a rich and 
noble treatment of the nude, ami with the finest simplicity of 
grouping. The three figures are stanc&ig in a landscape, each 
with one hand on her neighbour's shoulder, and a gidden ball 
in the othar. 

We close the series bdonging to this period with a few 
portraits.-^— Raphael's own likeness, in the collection of the 

I See Waagen, England, vol. ii. p. 3. 

* [Tbig pi^ure was sent as a present from GuidtibAido^ Duke of Urbino, to 
Henry VII. of England. It probably left this country when the eollection 
of Charles I. was dispersed, and afterwards passed through varioiw hands.-^ 
Passavant, Bafiiel von Urbino, ii. 57. — EdJ 

• In the year 1835 this picture was no longer there. See Waagen, Eng- 
land, vol. ii. p. 204, 
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portraits o£ artists paittted bj tfaemselres^ in the Uffizj at Flo- 
rence, is beautiful, simple, and mild— the mirror of the pure 
mind from whidi emdaated his earlier works. — ^The portraits 
of Ai^lo Dotti, a Floretttiae amateur, and his wife, in the 
Pitti Palace at Florence, are natural in conception, but rather 
hard and eold in execution. These two pictures, long lost 
and sought for, have but lately come to light.— An excellent 
portrait in the tribune of the Uffizj, at all events worthy of 
Baphael, bore the name of Maddalena Doni before these were 
£»und. — Two profile-headd of monks, in the Florentine Aca- 
demy, are admirably painted ; and, though severe, are full of 
feeing.— The p<Hrtrait of a young man of the house of Biccio, 
now in the Munich Grallery (No. 577), is also attributed to 
Raphael, and an account of its more Peruginesque mode of 
treatment to a period anterior to Ins visit to Florence. The 
background c(msist» of an arehiteetural view. 

THE STANZE OP THE VATICAN. 

About 1^ middle (^ the year 1 508 Ri4>hael, then in his twenty- 
fifth year, was invited to the court of Pope Julius II,, in order io 
decorate the state apartments of the Papal residence in the Vati- 
can with the works of his pendl. Those already begun by 
earlier n^sters were destroyed, to give sufficient space to the 
greater artist.' A few only of the works of Razzi, of whom we 
shall speak hereafter, and of Perugino, were allowed to remain. 
With these works commences the third period of Raphael's 
development. In these he reached the highest perfection. The 
subjects, more important than any in which he had hitherto 
been occu^ned, gave him the full consciousness of his powers ; 
the {HTOximity of Michael Angelo, who at this time began the 
paintings of the Sistine Chapel, animated him with noble emu- 
lation ; the world of classical antiquity, which in Rome more 
than in any place invites observation, gave the noblest direc- 
tion to his mind. The extensive and ninnerous works in which 
he was engaged obliged him at once to collect a great number 
of artists to take part in these labours under his direction, and it 
was their endeavour to make the style of their master their own. 

* [ThOT were destroyed in consequence of the impression ]»rodaced on the 
Pope by Raphaers first frescos. See Vasari, Vita di Raff.— Ed.] 
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At the period in question, shortly before the struggle of the 
German Reformation, the papal power had reached its proudest 
elevation : it had gained an extension of territory and an in- 
crease of warlike resources more considerable than at any 
former period ; while its spiritual influence over the nations of 
Christendom was incalculable. To glorify this power — to re- 
present Rome as the centre of spiritual culture — were the ob- 
jects of the paintings in the Vatican. They cover the ceilings 
and walls of three chambers and a large saloon, which now 
bear the name of the " Stanze of Raphael." He received in 
payment for each of the large wall pictures the sum of 1200 
gold scudi. They are all executed in fresco ;* those on the 
arched ceilings of the three chambers are variously arranged ; 
but each wall in these rooms is covered with one large picture, 
the upper part of which is semicircular, corresponding with the 
form of the ceiling : the dado throughout is painted in chiaro- 
scuro, the subjects alluding" to those of the principal frescos, 
which again refer to the immediately corresponding ones 
on the ceiling. The space on two walls of each chamber is 
broken by a window, which compelled the artist to a peculiar 
arrangement. In the larger saloon he pursued a different 
plan. At a later period, when the Popes had taken up 
their residence in the Quirinal palace, the Stanze were neg- 
lected : in the beginning of the last century the paintings were 
covered with dirt, and the chiaroscuro subjects of the dado 
almost destroyed. Carlo Maratti, a meritorious artist of his 
time, cleaned the frescos with great care, and restored the 
smaller compositions underneath as well as he could. There 
is, consequently, so much of Maratti's own work, and even of 
his composition, in these latter, which are besides less impor- 
tant works, that we shall not again refer to them in the follow- 
ing descriptions. 

The execution of the paintings in the Stanze occupied Ra- 
phael during the whole of his residence in Rome, up to the 
time of his death, and were only completed by his scholars. 
The order in which they were painted does not correspond 



^ [With the exception of two allegorical figures in the Sala di Costan« 
tino,--ED.] 
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with their relative local position. We shall describe thein 
according to the order of time.* 

r. CAMERA DELLA SEGNATURA. 

The paintings of this apartment, the first in the Vatican 
which Raphael embellished, were finished in 1511. The sub- 
jects comprehend Theology, Poetry, Philosophy, and Juris- 
prudence, t. e, the representation of those high pursuits which 
belong to the more elevated tendencies of human nature. They 
consist of the following works. 

The Paintings on the Ceiling. 

Four round pictures are in the centre of the triangular com- 
partments of the groined ceiling ; between them are four others 
of an oblong shape.* In the round pictures the above-men- 
tioned moral tendencies are personified by allegorical female 
figures of noble air, throned in the clouds in divine serenity 
and repose ; each is characterized,, not only by symbols, but by 
her individual qualities of form, movement, and expression. 
At the side of each the space is filled with beautiful geniiy who 
hold tablets with inscriptions referring to each personification. 
The figure of Poetry is distinguished above all by its beauty ; 
her countenance expresses a sweet complacency and a serene 
inspiration. Of the square side-pictures, that next to Theology 
represents the Fall of Man, a picture of simple and most har- 
mcmious composition, perhaps the most beautiful treatment of 
this subject ; next to Poetry is the Punishment of Marsyas ; 
next to Philosophy, a female figure, who examines a terrestrial 
globe ; next to Jurisprudence, the Judgment of Solomon.' All 

* [More detailed descriptions of these frescos will be found in the Be- 
schreibung der Stadt Rom, before quoted, and inPassavant. Bellori, Fuseli, 
Duppa, and Quatrem^re de Quincy may also be consulted. Of the fanciful 
and erudite essays of D'Hankerville, one only, relating to the * Parnassus * 
(Poetry), appears to have been published. See Longhena's Italian translation 
of Qnat. de Quincy's Histoire de la Vie de Raphael, p. 85. — Ed.] 

• These last extend across the edges of tiie vaulting, and consequently 
appear as if bent round them. Raphael was not answerable for this, since 
he was obliged to preserve the compartments of the roof, as arranged by his 
predecessor Bazzi, of whose works tiiere still exist some small accessories and 
arabesques. 

■ According to an ingenious interpretation by Passavant (vol. i. p. 139), 
these side pictures are intended to convey allusions to the circular picturea 

<l3 
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these eight pictures are on a golden ground like mosaic ; they 
remind us occasionally, particularly in the greenish middle tints 
of the flesh colour, of the earlier stages of Kaphael's progress. 

The PairUings on the Walls, 

The allegorical figures on the ceiling form, as it were, the 
title of the large pictures on the walls. These are arranged 
in the following order. 

1 . Theology (erroneously called " La Disputa del Sacra- 
mento"). — It is divided into two principal parts : the upper 
half represents the glory of Heaven, in the solemn manner 
of the early painters. In the centre is the Saviour, with 
outstretched arms, throned on the clouds ; on his right, the 
Virgin, sweet and affectionate in expressicm and mien, bows 
before her divine son in heartfelt adoration ; on the lef^ 
is St. John the Baptist. Over the Saviour appears a half- 
figure of the Almighty, and below him hovers the dove of 
the Holy Spirit. Around this group, in a half circle, at 
the Patriarchs, the Apostles, and Saints — sublime, dignified 
figures, with the noblest solenmity and repose in ihesr move- 
ments. Over them hover on each side three very beautiful 
angel-youths ; bdow them, as if supporting the clouds, are 
a multitude of angel-heads, and four boy-angek hold the 
hocks of the Evangelists beside the dove. In the lower 
half of the picture we see an assembly of the most celebrated 
theolc^ans of the church. In the centre, raised oa steps, 
is an altar with the host (as tiie mystical type of the bodily 
presence of the Saviour <» earth). Next to the altar, on each 
side, sit the four fathers of the Latin church ; next to and 
behind them stand other celebrated teachers of the church. At 
the extreme ends, on each side, are various groups of youths and 
men, who press forward to hear the revelation of the hdiy mys- 
tery, some in attitudes of enthusiastic devotion, some yet doubt- 
on each side of them. For example, the Fall of Man, between Jurisprudence 
and Theology, alludes both to Judgment and to Salration. The punishment 
of Marsyas is at once the triumph of art, and (in reference to Dante's Para- 
dise, i. Vs. 19) the symbol of the higher birth. The figure examining a 
globe points no less to Philosophy than to Poetry ; and, finally, the Judgment 
pf Solomon combines admirably Wisdom and Justice. 
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ing, and apparently in dispute. All these fig^ures, especially 
as regards the expression of the heads, are completed with 
most inking and characteristic individuality, and are enlivened 
by a conscientious study of detail. It is this careful, almost 
laborious treatment of separate parts, which marks this fresco 
as one of the earlier works ; in the later ones we observe an 
increasing attention to general effect. The solemn and severe 
style of the upper part of the picture, as well as the gold lights, 
is not to be considered as a blind imitation of the older manner, 
as some have asserted, but rather as conformable to the mysti- 
cal meaning of the subject, and on this ground intentionally 
retained by the artist. 

2. Poetry (over and on each side of the window). — In the 
upper part is seen Apollo with the Muses under laurel-trees, 
on the heights of Parnassus. The poets of antiquity and of 
modem Italy are ranged on each side ; among them Homer 
recites ins^nred verses, which a youth eagerly writes down : 
behind him are Virgil and Dante. Below, on each side of the 
window, are two separate gproups: on one side Petrarch, 
Sappho, Corinna, and others, are engaged in conversation ; on 
the other Pindar, a very aged figure, speaks with an air of 
enthusiasm : Horace and another poet listen to him with reve- 
rential admiration. These lower groups appear to represent 
Lyric Poetry in its various branches, whilst in tiie upper we 
recognise the poets of the Epos. The picture is admirably 
arranged ; the single groups of which it is composed harmonise 
with one anotha*, and unite, without the appearance of art, in 
a grand whole. A cheerful, graceful character, corresponding 
with the poetic life of Italy in Raphael's time, pervades this 
work, which abounds in refined and noble motives. Yet some 
of the figures are less excellent : the Apollo himself is not 
very beautiful ; the two Muses seated next to him are, per- 
haps, placed too symmetrically. In style this work conse- 
quently forms the transition to what are called the grander 
compositions. The painting on the next wall is considered the 
first of these. 

3. Philobopht (better known as the " School of Athens"). 
— ^It represents a large atrium in the noble style of Bramante ; 
in it are assembled many teachers of philosophy with their scho- 
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lars. A flight of several steps raises the more distant figures 
above the nearer groups. The former represent the school of 
the higher philosophy : Plato and Aristotle stand together in 
the centre, as if disputing on their doctrines. Plato, the re- 
presentative of Speculative Philosophy, points upwards with 
uplifted arm ; Aristotle stretches his outspread hand to- 
ward the earth, as the source of his Practical Philosophy. At 
each side, extending deeper into the picture, a double row of 
attentive hearers is seen : next to them, on one side, stands 
Socrates ; some listeners have collected around him, to whom 
he explains in order (counting on his fingers) his principles 
and their conclusions. Opposite are placed several persons 
engaged in different ways, in conversation and study. In the 
foreground, on both sides, the sciences of Arithmetic and Geo- 
metry, with their subordinate studies, occupy separate groups. 
On the left, as the head of Arithmetic, we observe Pythagoras, 
who writes upon his knee ; several scholars and followers (one 
with a tablet inscribed with a musical scale), as well as other 
philosophers, are around him. On the right, Archimedes con- 
structs a geometrical figure on a tablet lying on the ground. 
Several scholars watch its progress ; the different degrees of 
their intelligence are represented most strikingly. Next to 
them are Zoroaster and Ptolemy, as representatives of Astro- 
nomy and Greography, with celestial and terrestrial globes. 
On the steps, between the two groups, and apart from all, 
reclines Diogenes the Cynic ; a youth, directed by an old man, 
turns from him to the teachers of a higher philosophy. Near 
the group of Archimedes, close to the edge of the picture, 
Raphael himself enters the hall, accompanying his master 
Perugino ; Archimedes is the portrait of Raphael's uncle Bra- 
mante.* The general arrangement of this painting is most 
masterly. Plato and Aristotle, \rith the group of their scho- 
lars, are placed together in dignified regularity, without any 
appearance of stiffness or constraint ; on each side and around 
them greater freedom prevails, with the utmost variety in the 
attitudes of the figures which compose the groups ; while again 

* pramante was from drbania (formerly called Castel Durante), near 
Urbino, bat not related to Raphael. See Pungileone, Elogio Storico di Raff., 
p. 114.— Ed.2 
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the leading masses are still balanced most satis&ctorily. The 
style is grand and free ; a picturesque unity of effect seems to 
have been the artist's aim throughout, and this aim he has at- 
tained most perfectly. The taste of design, both in the nude 
and in drapery, is excellent, and is everywhere guided by the 
purest sentiment of beauty ; the group of youths in particular, 
collected round Archimedes, is among the most interesting 
and natural of Raphael's creations.* 

4. Jurisprudence (above and on each side of the win- 
dow). — The subjects of this wall are divided into three sepa- 
rate pictures. Over the window, enclosed by the arch, are 
three sitting female figures — personifications of Prudence, For- 
titude, and Temperance, as the virtues without whose aid the 
science of law cannot be applied to daily life. Prudence is 
raised above the others, in the centre ; in front her countenance 
is youthful ; at the back aged, in allusion to her power of 
looking into the future and the past.* One genius holds a mirror 
to' the former, a second a torch to the latter. Fortitude is per- 
sonified as an armed woman in a bold attitude, with an oak- 
branch in her hand and a lion at her side.' Temperance holds 
a bridle. Beautiful genii are introduced beside these figures 
also, to fill up the space. The two last-mentioned have more 
animation, which, perhaps, disturbs in some degree the repose 
that allegorical creations require. At the sides of the window 
is represented the science of Jurisprudence, in its two divisions 
of ecclesiastical and civil law. On the larger side, underneath 
the figure of Temperance, is Gregory XI., seated on the papal 
throne; he delivers the Decretals to a consistorial advocate. 
The features of the Pope are those of Julius II. ; the figures 
who surround him are also portraits of individuals composing 
his court at the time : the heads are full of life and charac- 
ter. On the smaller side, under the figure of Fortitude, is the 
Emperor Justinian, who dielivers the Pandects to Tribonianus. 
This is a less important picture. 

^ The cartoon for the figures of this composition, with some yariations, is 
in the Ambrosian Library at Milan. 

* [The aged face is contrived to look like a mask, and, to avoid all uncer- 
tainty ab to this point, it is bearded. — Ed.] 

* It appears to be copied from the allegorical figure of Fortitude in the 
frescos of the Oambio at Perugia. 
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The entire cyde of these paintiiigs thus belongs essentially 
to the domain of thought. The task allotted to the artist was 
to conceive pictorially a series of abstract ideas — to embody 
the inmiaterial in material forms. Similar attempts had been 
made at an earlier period, in the time of Giotto and his fol- 
lowers. It will be interesting to review the means employed 
by a painter like Raphael, at the summit of the art, in the exe- 
cution of this difficult undertaking, and to consider the success 
he attained. 

In the three first pictures we at once Observe a very happy 
conception in the solemn union of characters celebrated in 
one or other oi the intelleetual pursuits represented : they are 
brought together* as in the " Triumphs of Petrarch," without 
regard to the time in which th^ lived, but solely, with refer- 
ence to their spiritual relation, their common efforts toward a 
high aim. They are thus easily separated into subordinate 
groups, according to their greater or less efficiency and influ- 
ence. But it was necessary to form one central point to define 
the object of their exertions. 

In the " Theology '* this point is, properly speaking, the 
Altar with the Sacrament, as the unchanging symbol of re- 
demption, according to the ritual of the Church. The sacra- 
ment in itself explains to the Christian spectator the point to 
which the meditations of the assembled theologians were 
directed; but after all it is merely a symbol, and presents 
nothing tangible to the mind or feelings. Hence the glory of 
Heaven, which represents the Saviour himself, and the Pro- 
phets and witnesses of his mission, is introduced above. By 
this means the picture produces its eflRect directly upon the 
mind of the spectator ; and so far as he understands the figures 
of the Christian mythology^ there is no further difficulty to be 
explained. With regard to unity of effect, the picture might, 
however, be criticised ; not so much because it is divided into 
two separate parts, as that neither of these predominates by its 
mass — ^that neither, properly speaking, is the principal. 

In the " Poetry " the figures of Apollo and the Muses at 
once explain the subject; they are perfectly intelligible, as 

* [The term " Christian mjrthology " is sometimes employed by Protestant 
writers in alluding to monastic legends. — Ed.] 
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they belong to a well-known fable. Although the poets are 
assembled round them m familiar intercourse, the Muses and 
the god stiU appear, so to speak, as the hosts — ^the poets as the 
guests— of Pamaseus. Thus is farmeA a well-connected whole, 
as agreeable to thou^t as to feeling, and the mind oi the be- 
holder is attuned to corre^nding serenity. The picture is 
like a refined ami pleasing poem: the eye and mind easily 
comprehend it, while by d^rees it unfolds a deeper meaning. 

In the " Philosophy," on the contrary, there is no definite 
expl^iation of its meaning, no all^orical, no poetical figures 
(for the statues of Apollo and Minerva, placed in niches at the 
sides, cannot be considered as such), to explain to us what spe- 
cial interest moves the assembly, at least the upper portion of 
it.' The subject does not present its deeper meaning imme- 
diately to our feelings, and prosaic understanding must under- 
take the task of explanation, llie master has displayed his 
art in thk instance not so much in the poetical effect of the 
whole, as in the grand arrangement of the mass and space — 
in the surpassing beauty of the single gfroaps and figures, which 
in themselves undoubtedly give complete satisfacti(m to the 
eye. It has been asserted that Kaphael was embarrassed by 
the subject, devoid as it would seem to be of drmnatic interest. 
But among the paintings in the Spanish diapel at Florence we 
have had occasion to notice a subject of a very similar kind, 
which, notwithstanding all the defects and constraint it betrays 
in the means of representation, produces a much more direct 
and powerful ^ect on the mind and feelings, at least so far as 
such an effect can be produced by allegory. 

In the " Jurisprudence *' the unfiivourable position of the 
window, which leaves but a very small space on one side, ap- 
pears to have occasioned the division of the space into three 
separate pictures. In consequence of this the master found it 
necessary in the upper picture to return to an allegorical mode 
of representation, which allows the expression of several ideas 
by means of very few figures. 

> That this remark is not altogether fanciful, is proved by the many 
erroneous interpretations given of &e subject in engravings and descriptions 
immediately after Raphael's death. The authors of these descriptions, it 
seems, thought they recognized allusions to the Christian religion. See the 
Beschreibung der Stadt Rom, bd. ii. bu. 1, s. 336. 
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II. STANZA OF THE HELIODO&US. 

The works in this chamber, so called after its principal pic> 
ture, appear to have directly followed (from the year 1512) 
the foregoing. The four divisions of the ceiling correspond to 
the triangular compartments of the groining, and are formed 
by a decoration intended to represent figured tapestry. The 
subjects are from the Old Testament, and include the promises 
of the Lord to the Patriarchs : in allusion, no doubt, to the power 
of the Church, and analogous to the ancient Christian symbols — 

The promise of Grod to Abraham of a numerous posterity ;^ 

The Sacrifice of Isaac ; 

Jacob's Dream ; 

Moses and the Burning Bush. 

These are simple, grand compositions, but unfortunately much 
injured, the colour, and consequently the effect, having suf- 
fered materially, probably from damp. The four large paint- 
ings on the wall refer to the Divine assistance granted to the 
Church against her foes, and the miraculous corroboration of 
her doctrines ; with a special reference to her relations, eccle- 
siastical and political, at the period of her foundation. 

1. The Expulsion of Heliodorus from the Temple 
AT Jerusalem : when, as treasurer to the Syrian king Se- 
leucus, he attempted, by his master's command, to plunder 
the Temple (2 Maccabees, iii.). This representation com- 
memorates the deliverance of the ecclesiastical states from 
the foes of the apostolic authority, under Julius II., and his 
preservation of the possessions of the Church. In a larger 
sense it is the symbol of the Divine protection. We look into 
the nave of the Temple ; in the background is the altar, before 
which the high-priest kneels in prayer, to avert the threatened 
danger ; a crowd of people surround him ; agile youths climb 
on the pedestal of a column in order to see the ceremony. In 
the foreground, on the right of the spectator, Heliodorus with 
his servants appears to have been in the act of dragging away 
the treasures. Heliodorus lies prostrate under the hoo& of a 

1 [Sometimes called, God appearing to Noah. (See Passavant, Rafael von 
Urbino, ii. 153.) These four subjects are about to be engraved by Ludwig 
Grmier. — Ed.] 
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horse, on which sits a figure in golden armour : near him two 
youths sweep forwards to scourge with rods the despoilers of 
the Temple. This is a group of extKiordinary poetic power ; 
it is like the flash of Divine anger, which strikes the criminal 
to the earth. Opposite is a dense group of women and chil- 
dren, beautifully varied in action, their countenances express- 
ing astonishment and alarm. Next to them is Pope Julius II., 
borne to the Temple under a canopy. His presence is intended 
to indicate the relation of the miraculous event to the circum- 
stances of his time. The picture is a spirited development of 
an extended action, including within itself both beginning and 
end; it admirably represents an animated fleeting moment: 
the apparent absence of interest and emotion in the group 
around the Pope alone disturbs this effect ; it were to be wished 
that these figures could have exhibited a direct sympathy, a 
more than extrinsic allusion to the event. This picture exhi- 
bits an inimitable reality and grace in the form and action of 
the figures ; bs a whole it is executed with a grand freedom, 
dictated by an attention to the general effect, although it is 
asserted that many parts are not by the master's own hand. 

2. The Mass op Bolsena (above and on each side of the 
window), a representation of a miracle wrought in the year 
1263. A priest who doubted the doctrine of transubstantiation 
was convinced by the blood which flowed from the host he was 
consecrating. In the last-mentioned picture we see the pro- 
tection afforded to the Church in her external relations ; in this, 
her internal security against sceptics and heretics, and the in- 
fallibility of the Romish doctrines. It no doubt also contains 
a reference to the times, to the ferment of mind which pre- 
ceded the outbreak of the Reformation. The connection of 
the miraculous event with the existing persons is contrived in 
a simple, but very masterly and satisfactory manner. Over 
the window is an altar in the choir of a church : the priest 
kneels before it, and regards the bleeding wafer with an ex- 
pression of embarrassment, astonishment, and shame : behind 
him are choir-boys with tapers in their hands. On the other 
side of the altar kneels Julius II. before hisifald-stool, in prayer, 
his eyes fixed upon the miracle with a solemn and earnest ex- 
pression of conviction. At each side of the window is a flight 
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of steps : on the left^ where the officiating priest is, a gpreat 
number of people prem forwards with varied ex^MressicHis of 
wonder : before the steps is a group of women and children^ 
whose attention it thus directed to what is passing. On the 
other side, behind the P<^, smne kneelii^ cardinals and other 
prelates express different degrees of sfimpkihy : in front of the 
steps is a part of the Papal Swiss-guard. This jncture is re- 
markable not only for its excdlent, well-connected composition, 
but for its highly characteristic figures^ the courtly submissive- 
ness of the priests, the rode hardy figures of the Swiss, the 
yarioos ways in which the people manifest their sympathy, but 
above all the beautifol naivetd of the choir-boys, and of the 
youths who look over the enclosure of the choir ; all this is 
connected satisfactorily and naturally with the two principal 
personages. The colouring of this picture ha» been greatly 
extolled, and many have, in this instance, placed Baphael on 
a level with the masters of the Yeaetian schoc^ ; tlm ofHnioa, 
however, is the result of an extreme partiality s ^ the colouring 
is warm, but the execution is frequentiy coarse, so as almost 
to look like tapestry, thus already evincing an indifference to 
higher finish, which from this period bec(»ies more and more 
visible in the frescos of the Vatican Stanze. 

Granting that this broader execution may have been the 
result of the greater freedom to which Raphael had attained 
in an artistic conception g£ nature, and that this freedom may, 
as usual, easily lead to an abuse of acquired powers, yet acci- 
dental circumstances had also a share in |H*oducing the change 
in question. The attention which Raphael had bestowed on 
the Stanze during the first years of his residence in Rome was 
now distributed over various other imdertakings. The Mass 
of Bolsena was finiiriied in 1512 ; in 1513 Julius II. died, and 
was succeeded in the papal chair by Leo X., a prince who, 
notwithstanding his finely cultivated taste, appears to have 
been more inclined to show and ^lendouron a large scale than 
to an energetic completicm ci any single work. Commis^ons 

' [In this judgment tKe author probably stands Alone. H^h authorities at 
least are agreed in considering this, and indeed all the large painUngB in the 
same Stanza, the finest examples of fresco the art can boast. Titian's frescos 
at Padua are less richly and effectively coloured than the Mass of Bolsena 
and the Heliedoras. — Ed.] 
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of various kinds from this time occupied the yoatfafal master ; 
the works in the Stanze by degrees fell into the background ; 
much was of necessity left to his scholars, much also in composi- 
tion was treated even in the beginning with singular n^ligence. 
Nevertheless the first three pictures which Raphael executed 
in these £^iartmei^ under Leo X. are among the most impor- 
tant works of his pencil. Two of them cover the remaining 
walls of the Stanza of the Heliodorus* 

3. Attila, at the head of his army^ induced by the warn- 
ings of Pope Leo L^ and the threat«:iing apparition of the 
apoirtles Peter and Paul, to desist from his hostile enterprise 
against Rome. — ^The subject appears to allude to the expulsion 
of the French from Italy, which Leo X. had effected by the 
assistance of the Swiss in the year 1513. The Pope and his 
train occupy one side of tlie picture. The P(^'s features are 
those of Leo X., and be as well as Ins retinue are in the cos- 
tume of the sixteenth century. Above them appear the two 
apostles with swoards in their hands. Attila looks up affrighted 
at the i4)parition, while his army, thrown into wild confusion, 
b^ins to retreat. In the host of the Hunnish horsemen the 
movements are powerful, bold, and animated : the papal group 
is tranquil and unembarrassed ; this tranquillity, it must be 
confessed, is carried so &r that the figures have almost the air 
of simple portraits. There are great beauties in the exe- 
cution of this picture, but it is not free from mannerism and 
weakness. 

4. Thb Dixiyerancb of Pet^r from Prison (above and 
on each side of a window),— This subject is divided into three 
parts, each of which contains different moments of the ev^it. 
Above the window, we see through a grating into the interior 
of the prison : the angel awakens Peter, who sleeps between 
Ids gpiardsw At the right of the window, the angd leads him 
through the guards sleeping on the steps. In both these re- 
presentatkms, the arrangement of which is extremely beautiful, 
the figures are illuminated by the beams of light which pro- 
ceed from the angeli On the kft, the guards are awakened : 
this group receives its light from the moon and from torches. 
The painting is particularly celebrated fbr the picturesque effect 
c^ these lights. The subject is supposed to contain an illusion 
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to the captivity of Leo X., who had been liberated only the 
year preceding his elevation to the pontificate. 

III. STANZA DEL INCENDIO. 

On the ceiling of this chamber are four round pictures, in 
which are represented the Almighty and Christ, in different 
glories. These are the remains of the works of Perugino. 
The pictures on the walls, executed about 1515, contain events 
from the lives of Leo III. and IV. They have probably been 
chosen with reference to the relation by name to Leo X., and 
correspond to the general plan of the cycle of the Stanze, 
which, as before mentioned, is dedicated to the glorification of 
the papal power. The most important are : — 

1. The Fibe in the Bobgo* (a suburb added to Eome by 
Leo rV.). — The conflagration was miraculously extinguished 
by the Pope making the sign of the cross. In the background, 
we see the portico of the old church of St. Peter's : above it are 
assembled the Pope and the clergy ; on the steps of the church, 
the people who have fled thither for assistance. On each side 
of the foreground are burning houses. On the left the inha- 
bitants are flying almost naked, variously intent on securing 
their own safety, and still more anxious to save those dear to 
them. On the right men are busied in extinguishing the 
flames ; women bear vessels of water to them. In the centre 
a group of women and children crowd anxiously together, and 
pray to the Pope for succour. A great number of beautiful 
and noble figures are brought together in this picture, uniting, 
through one exciting cause, the greatest variety of agitating 
passions. In this instance the artist was perfectly free, and 
could give free scope to his feeling for the grand and graceful 
in form, without any prejudice to the interest of the subject, 
although, from the manner in which he has conceived it, the 
chief action is thrown into the distance, and its most prominent 
meaning is thus lost to the mind. The figures of the two young 
women who carry vessels of water, with their drapery tossed 
in grand folds by the storm,* are very beautiful. In the naked 

^ [Better known by its Italian denomination, the * Incendio del Borgo.* — 
Ed.] 

> [That no stonn is represented appears by the (juiet draperies of the 
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figures, on the contrary, however beautiful in the principal 
group, there is a manifest endeavour to display a knowledge of 
form, perhaps from a wish to rival the powerful figures of 
Michael Angelo. This effort in some degree weakens the 
spectator's interest ; and it must also be admitted that the 
colouring of this part of the picture is very defective, the sha- 
dows of the flesh being disagreeably black : the assistance of 
scholars is very apparent throughout the whole work. The 
other paintings in this apartment are less important as r^ards 
their composition. 

2. The Victory at Ostia ovek the Saracens, who 
had made a descent on Italy in the time of Leo IV. — This 
fresco is not executed by Eaphael. 

3. TMe Oath of Leo III. ; by which he purified himself 
of the crimes of which his enemies accused him before Charle- 
magne : (as Pope he could not be judged by any earthly tri- 
bunal). 

4. Charlemagne crowned by Leo III. (temporal 
power flowing from the spiritual). — This picture contains a 
great number of excellent portraits, in which we recognise the 
master's own hand. 

IV. SALA DI COSTANTINO. 

The principal paintings in this large flat-roofed apartment 
are arranged as hanging tapestries ; between them are intro- 
duced some figures of canonised popes and allegorical female 
personifications. The large works represent scenes from the 
life of the Emperor Constantine, in which he figures as the 
champion of the church and the founder of its temporal power. 

These works were not executed till after Raphael's death, 
from his drawings, and under the direction of Giulio Eomano. 
It is said that Eaphael intended to use oil colours instead of 
fresco in this instance, which would have enabled him more 
easily to correct the work of his scholars. Two of the allego- 
rical figures. Justice and Benignity, are actually painted in 
oil ; * — ^probably immediately after his death, and firom his car- 
distant figures near the Pope. Raphael probably intended to express the 
rush of air always observable in the vicinity of a conflagration. — Ed.] 
» [See Vasari, Vita di Giulio Romano. — Ed.] 
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toons, as we recognise much of his own noUeinaiuier, particu- 
lariy in the heads. It does not appear that his drawings were 
used for any othar of the allegorical peraootificatioQS or figures 
of popes. At a subsequent period, fresco, which is better 
adapted for paintings on walls, was again resorted to in the 
completion of these designs. 

The principal woric of this apartment is the Battle between 
Constantine and Maxentius at the Ponte MoUe near Bome. 
It was executed by Giulio Bomano, after a drawing of Ba- 
phael's, without any alteration except a few unimportaat onus* 
sions. The design is, therdTore, Bapliael's own, and it is cer- 
tainly one of his most important compositions. The moment 
represented is the crisis of victory : the vanqindied are driven 
to the banks of the Tiber: the Emperor on horseback, at the 
head of his army, springs over the bodies of his prostrate foes. 
Figures of Victory hover over his head. He raises his spear 
against Maxentius — now driven into the river, and contending 
with the waves in desperation. More distant on the right is 
seen the last struggle on the shore, and wkh those who endea- 
vour to save themselves in boats. Still deeper in the picture 
the fugitives are pursued over the bridge. On the left the 
battle still rages : here the fury of the victors, the desperate 
resistance of the last who oppose them, are displayed in various 
groups. Yet this wild cliaos of figures easily resolves itself 
into separate masses ; the various well-expressed moments of 
the action guide the eye insensibly to the bright central point. 
The battle, the victory, the defeat, form a dramatic whole, 
admirably developed, and calculated to produce the grandest 
impression when the eye has learned to take in the rich variety 
of figures. And not less striking is the life, the energy of the 
single forms, and the varied and spirited manner in which they 
are interwoven with the tn^c whole. Many later artists have 
made this work their model for representations of the same kind, 
but none have ever equalled its poetic effect. The execution is 
bold and clever ; the sharp hard manner of Giulio Romano can 
hardly be said to injure the effect of this wildly animated scene. 

The other representations in this apartment are of much less 
interest, partly because the compositions themselves appear to 
have been originally less excellent ; partly because ill-advised. 
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and even unseemly changes were afterwards made which essen- 
tially lessened the dignity of the subjects. The first and most 
importaat-— the Vision of the Holy Cross before the battle (pro- 
perly the first of the smes) — was executed by G. Romano. 
The second and least successful— the Baptism of Constantine — 
is ascribed to Francesco Penni. The third — the Gift of Rome 
to the Pope — ^is ascribed to Rafeellino dal CoUe. The ceiling 
is decorated with unimportant paintings of a later date. 

THE LOOGIE OP THE VATICAN. 

While the later works in the Stanze were in progress 
Raphael was employed by Leo X. on two other great under- 
takings in the departnaent of painting. One was the decora- 
tion of the Loggie of the Vatican ; the other the designs fi:)r 
the tapestries of the Sistine Chapel. 

The Loggie are open galleries built round three sides of the 
court of St Damasus (the older portion of the Vatican 
Palace). They were begun by Bramante under Julius II., 
and completed by Raphael under Leo X. They consist of 
three stories ; the two lower formed by vaulted arcades, the 
upp^ by an elegant colonnade. The first arcade of the middle 
story was decoraied with paintings and stuccos under Raphael's 
direction : it leads to the Stanze, so that one master- work here 
succeeds to another. If we consider the harmonious combi- 
nation of architecture, modelling, and painting displayed in 
these Loggie — all the production of one mind — there is no 
place in Rome which gives so high an idea of the cultivated 
taste and feeling for beauty which existed in the age of 
Leo X. 

The walls round the windows on the inner side of the Loggie 
are ornamented with festoons of flowers and fruits of great 
beauty and delicate style. The other paintings, which adorn 
the walls alternately with small stuccos, represent animals of 
various kinds, but consist principally in the so-called arabesque 
or grotesque ornaments. The lightest and most agreeable 
play of fancy guides the eye, by graceful changes, from one 
subject to another. It is the embodying of fabulous poetry, 
which connects the strangest forms of fancy with those of 
vivid reality. The stuccos consist of various architectural 
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ornaments and an almost innumerable multitude of reliefs, of 
small busts, single figures, and groups, which principally re- 
present mythological subjects (Leo X. was the zealous friend 
and patron of classical antiquity) : they exhibit a spirited imi- 
tation of the antique style and in some cases of actually exist- 
ing monuments. 

A distinguished scholar of Raphael, in this department of 
decorative art, Giovanni da Udine, directed the execution of 
the stuccos and ornaments. Perino del Yaga was the principal 
assistant of the master in the figures. This kind of decoration 
was afterwards frequently imitated by several of Raphael's 
scholars in other places, and has been adopted by modem 
artists ; whilst the yet unrivalled originals, less from the 
effect of time than from barbarism and wantonness, are ma- 
terially injured, and retain but a faint shadow of their original 
beauty. 

The paintings of the vaulted ceiling are on the whole in 
better preservation ; they are the chief ornaments of the arcade, 
and the subjects just described form only a graceful frame and 
accompaniment to them. They represent an extensive cycle 
of events from Scripture, particularly from the Old Testament, 
and are known by the name of " Raphael's Bible." There is 
little by his own hand in these works : the superintendence of 
' them was entrusted to Giulio Romano, and they were painted 
by him and other scholars from drawings by the master. If 
they do not exhibit the perfection which is apparent in the 
works of Raphael's own hand, the greater number belong to 
his happiest compositions, to those of his productions in which 
his peculiar talent is most happily displayed. The patriarchal 
simplicity of the histories of the Old Testament, a simplicity 
so nearly allied to that of classical antiquity, affords materials 
well adapted to representations of life in its primaeval serenity 
and circumscribed relations ; to the development of expres- 
sion, undisturbed by vague and unsatisfied longings; to the 
creation of noble forms animated by harmonious feelings. The 
contemplation of these figures, like pure harmony in music, 
fully satisfies the mind by excluding every thought of an 
ulterior change. A few only of the series are of inferior merit 
in composition. 
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The roof of this Loggia is fonned by thirteen small cupolas, 
each containing four pictures in a different frame- work ; there 
are fifty-two in the whole : the single cupolas always embrace 
a series of connected subjects. The following is a list of those 
in the cupolas, with the names of the scholars of Ba^^iael to 
whom the execution is ascribed : 

1. The Creation. — Giulio Eomano. — The figures of the 
Almighty are after the type defined by Michael Angelo in 
the roof of the Sistine Chapel, but they do not attain the 
grandeur of the original. 

2. History of Adam and Eve. — Giulio Eomano. — The figure 
of Eve in the subject of the Fall is probably painted by 
Raphael himself. The Expulsi<m is an imitation and im- 
provement of Masaccio's, in the Brancacci Chapel at Florence. 

3. Subjects from the History of Noah. — Giulio Romano. 

4. Subjects from the History of Abraham and Lot. — Fran- 
cesco Penni. 

5. from the History of Isaac. — Francesco Penni. 

6. of Jacob. — Pellegrino da Modena. 

7. of Joseph. — Giulio Romano. 

8. of Moses. — Perino del Vaga, or G. Romano. 

9. of Moses. — Raffaellino dal Colle. 

10. of Joshua. — Perino del Vaga. 

11. of David. — Perino del Vaga. 

12. of Solomon. — Pellegrino da "Modena. 

1 3. from the New Testament. — ^Perino del Vaga, or 

Giulio Romano.^ 

For the second and third arcades of the same story the New 

* [Thus, one cupola alone contains subjects from the New Testament, 
originall J concluding the series. The subjects of this cupola are, the Adoration 
of the Shepherds and the Adoration of the Kings (the Gospel preached to 
rich and poor), and the two essential Sacraments of Baptism and the Lord's 
Supper. The author has well explained the general purport of the frescos of 
the Stanze, beginning with the establishment of the Church under Constan- 
tine, and gradually exhibiting its powers and privileges according to the faith 
of Rome. The third room, containing the subjects of Theology, Poetry, 
Philosophy, and Jurisprudence, does not so directly belong to ttds general 
scheme, and this is explained by the fact of its having been the first planned, 
when the remaining rooms had been already in part decorated by Pietro 
della Francesca, Signorelli, and other painters : it was therefore intended to 
be complete in itself. The works of these painters having been removed, 
and a fuller scope thus offered to Kaphael, he then for the &^t time appears 
to have conceived the connected cycle which has been described. — Ed.] 
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Testament subjects are continued and completed by unimportant 
artists of a later period. 

THE TAPESTRIES.* 

In the years 1513 and 1514' Raphael executed designs for 
the ten tapestries which were intended to adorn the Sistine 
Chapel. They represent events from the lives of the Apostles, 
and are some of Raphael's most important {ntxluctions. They 
display not only great dignity and grandeur of form, a most 
intelligible and harmonious arrangement of the groups, but 
also such depth and power of thought, such a surprising dra- 
matic develoinnent of each event, that historical representation 
here appears to have attained its highest triumph. A parti- 
cular attention appears to have been given to the material to 
be employed, and many decorations are happily introduced 
which are calculated to produce a beauti^ effect in tapestry. 
Raphael furnished large cartoons in distemper colours, which 
were either executed by himself or under his immediate direc- 
tion, chiefly by Francesco Penni.' Seven of these cartoons 
are preserved in the Palace of Hampton Court, in England. 
The tapestries themselves are kept in some rocmis of the 
Vatican. They were worked from the cartoons, at Arras in 
Flanders, and hence were called ** Arazzi." It is asad that 
the execution was superintended by Bernhard van Orley, a 
Flemish artist formed in the school of Raphael. They are 
very masterly in execution, particularly in the flowing, elastic 
treatment of the forms, and must excite greater admiration 
when we consider the difficulties of the execution. Alas! 
they are not only injured in many parts and badly restored, 
but they have feded so much that the general effect of the 
colouring is destroyed. According to their original destina- 
tion they form two series ; the first comprehending the earlier 

* See W. Gunn, * Cartonensia, or an Historical and Critical Account of the 
Tapestries in the Palace of the Vatican,* London, 1831. See also Waagen, 
England, vol. i. p. 361-382. 

* According to commonbelief these were not completed till 1516. Waagen, 
however, for many reasons, supposes them to have been completed at the 
date we have given above. According to Gaye*s calculation, Cartegg. 2, 
222, the tapestries themselves were partially completed, and arrived in Home 
as early as 1518. 

» [See Vasari, Vita di Francesco il Fattore. — ^Ed.] 
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history of the Christian church, in which St. Peter is the 
principal personage ; the second consisting of events from the 
ministry of St. Paul. The following are tiie different sub- 
jects: — 

Mrst Series. 

1 . The MiBACfULOUs Draught op Fishes. — A composi- 
tion of remarkable serenity and repose. The scene represents 
the sea of Gennesaret, with a view of the distant shore : in 
front are two boats with three figures in each ; in one boat 
they are employed in hauling in a net with great effort ; in the 
other, which seems sinking with the weight of the fish, Peter 
kneels before Christ. The two boats are placed in one line 
and close to one another, which produces a singular effect, as 
if the figures were slowly passing before the eye of the spec- 
tator. Three herons, standing at the water's edge, stretch up 
their long necks. This cartoon appears to have been painted 
almost entirely by Raphael's own hand, as a model perhaps 
for the others ; the keeping is remarkably well observed, the 
drawing excellent, the colouring clear and deep in tone. It 
is supposed that the fish and the herons are by Giovanni da 
Udine. 

2. The Delivebt op the Keys to Peteb. — The Dis- 
ciples, to whom our Lord appears at the sea of Tiberias after 
his resurrection, are here assembled. Peter kneels before 
Christ with the keys in his hand ; Christ points with one hand 
to the keys, with the other to a flock of sheep, in the middle 
distance, as emblematic of his own words, " Feed my sheep." 
The Saviour is a dignified figure, the expression and move- 
ments of the apostles excellent: John is represented in an 
attitude of adoring reverence ; the others express astonishment 
in various ways. 

3. The Healing op the Lame Man. — The scene is the 
portico of the Temple, with several rows of richly-ornamented 
twisted columns, by which the picture is divided into three 
groups. In the centre the miracle is performed by Peter and 
John. Among the surrounding people are several very grace- 
ful women and beautiful children. The whole gives an im- 
pression of festive splendour. 

4. The Death op Ananias. — ^A composition exhibiting 

b2 



364 MASTERS OF THE SIXTEENTH CENTURY. Book V. 

a masterly development of the event. In the centre is a 
tribune on. which the apostles are assembled: on one side 
several peqple deliver in their property (according to the 
established community of goods) ; among them a woman care- 
fully counts over her money, instead of giving it in with con- 
fidence — undoubtedly the wife of Ananias. On the other 
side, several poor people receive assistance from the common 
fund. In the foreground Ananias has fallen in convulsions to 
the ground, as a punishment for his falsehood : those who are 
beside him start back affrighted. Peter and James (who in- 
voke the wrath of Heaven on Ananias) are figures of grand 
apostolic majesty. 

5. The Stoning op Stephen. — ^The figure of the saint is 
particularly excellent. Kneeling, he raises his eyes to heaven 
(where the Saviour appears with the Eternal Father and 
angels), and prays to God for forgiveness for his murderers. 
In the foreground Saul holds the clothes of the witnesses. 
This cartoon has disappeared. 

Second Series, 

1. The Conversion op St. Paul.— Paul lies on the 
ground, thrown from his horse ; above him appears the threat- 
ening figure of the Saviour : Paul alone sees it ; his armed 
followers witness the awfulness of the Divine presence only in 
its effects. The expression of fear and consternation is admi- 
rably portrayed. The cartoon is lost. 

2. The Punishment op the Sorcerer Eltmas. — The 
proconsul, Sergius, is seated on his throne, in the centre of the 
picture, with lictors, etc., at his side. In front and on the 
right of the spectator, Paul stretches his arm toward the 
sorcerer with calm dignity ; the latter stands on the left : a 
sudden darkness has come upon him ; he moves with uncertain 
steps and open mouth, feeling his way with outstretched arms. 
The sudden fate of the impostor is expressed in this instance 
with the same mastery as in that of the Ananias. Consterna- 
tion and wonder are visible in the bystanders : the proconsul 
turns angrily toward his learned men, who stand embarrassed 
behind the sorcerer. (Only the upper half of the tapestry 
from this cartoon exists.) 




i 
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3. Paul anb Barnabas at Ltstra. — A festal proces- 
sion, with a victim (the whole imitated from an antique has- 
relief), approaches, to offer sacrifice to Paul before the steps 
of a temple. On one side, at the head of the procession, a 
man cured of lameness has thrown down his crutches and turns 
gratefully to Paul, who, standing on the opposite side, rends 
his garment in indignation at the error of the heathen. A 
youth, who observes the gestures of the apostle, endeavours to 
stop the sacrificer. In the festal pomp of this representation 
the cause and the result of the incident are admirably united. 

4. The Preaching op Paul at Athens. — Paul stands 
on the steps of a building and addresses the people, who stand 
before him in a half-circle. His figure is very dignified : both 
arms are raised to heaven with an expression of earnest elo- 
quence. (We here recognise the same figure of St. Paul in 
Masaccio's picture of Peter in Prison.*) The effect on the 
auditors is very varied. The different philosophical sects, of 
stoics, epicureans, and others, are easily distinguished. The 
sophists dispute ; others stand in doubt, or easy indifference, 
looking on, or lost in thought ; others, full of faith, are pene- 
trated with the truth. 

5. Paul in the Prison of Philippi, at the time of the 
earthquake. — The earthquake is personified by a giant, who 
has torn an opening in the earth. Behind the grate of the 
prison the apostle is seen in prayer ; in front are the guards. 
(A very small tapestry : the cartoon does not exist.) 

The borders round these works are enriched with ornaments 
corresponding in style with those in the Loggie. The lateral 
divisions or pilasters are ornamented with graceful figures in 
the arabesque taste, generally mythological in their allusions, 
and in the natural colours. Under the large subjects are 
small compositions in the style of friezes, painted in bronze 
colour. Those under the second series are scenes from the 
history of the apostles, so connected with the subjects of the 
chief pictures, as to carry on and unite the separate events. 
Those under the first series represent incidents from the early 
history of Leo, in the style of antique reliefe ; and although 

[1 The subject referred to, according to the author himself^ is bj Filippino 
Lippi; see p. 194.— Ed.] 
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the costume of the time is retained in the principal portraits, 
it is so managed as to harmonize with this classic treatment. 
Both series give an additional proof of Raphael's all-pervading 
taste and feeling for beauty, which enabled him to give even 
to the least important subjects the impress of his own noble 
mind.^ 

In the same apartments of the Vatican there is another 
series of tapestries, also designed by Raphael. They are 
twelve in number,* higher in shape, and without the orna- 
mental accessories. They reju'esent scenes from the life of 
Christ, and were certainly executed after the others. I'he 
circumstance of their being called by the keepers of the 
Vatican, '^ Arazzi della scuola nuova," as distinguished from 
the first described, called " Arazzi della scuola vecchia," 
seems to confirm this. It does not appear probable that the 
cartoons for these last-mentioned tapestries were executed 
under Raphael's immediate direction, since, in the greater 
number, the drawing is much less satisfactory than in the 
other series. We observe also some elements foreign to his 
school, of a Flemish character, which makes it probable that 
a part at least were executed by Flemish artists, such as Bern- 
hard van Orley and others. Nevertheless, the general inven- 
tion, composition, apd style of these works announce, for the 
most part, the unquestionable genius of Raphael, — the same 
grace and dignity which we recognize in all his productions ; 
though occasional compositions bear a very conventional cha- 
racter, and show decided marks of change of purpose. Acces- 
sories and landscape appear throughout to be of Netherlandish 
invention. It is believed that Francis I., on the occasion of 
the canonization of S. Francesco di Paolo, in 1519, promised 
the Pope these tf^pestries, and commissioned Raphael to make 
the designs for them. It is not probable, however, that they 
were executed before 1523. 

Among the finest works of the second^ series may be parti- 
cularly mentioned, first, the Adoration of the Eangs, a large 

* [See the note at the end of this chapter, on the original siioation of the 
tapestries. — Ed.] 

* [A thirteenth, with allegoricfil figares alluding to the p^Ntl power, com- 
pletes the series. See Passavant, Rafael Ton Urbino, ii. 260. — £0.3 
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composition, full of figures. The numerous and splendid 
retinue of the Kings is assembled with joyous awe and adora- 
tion around the principal group. And secondly, the Resur- 
rection of Christ, of similar size and richness of character. 
The figure of the triumphant Saviour forms the chief centre^ 
while the utmost life and variety of agitation are seen in the 
ranks of the guards who flee in terror, or fling themselves on 
the earth. Thirdly, three narrow tapestries containing the 
Murder of the Innocents, each in itself an independent and 
finely-conceived picture of this rich and varied subject — all 
alike characterized by that pure spirit of beauty which so 
treated the most painful incidents as to excite the profound 
sympathy of the spectator, instead of appalling him with 
scenes of terror, as usual with all previous conceptions of 
these scenes. (A fourth and larger composition of the Murder 
of the Innocents, where Raphael has imparted the same moral 
tenderness, the same exquisite charm to the figures of the 
despairing and fleeing mothers, was engraved from a drawing 
of the master by his scholar Marc Antonio.) 

After the completion of the tapestries for Leo X., owing to 
the great applause which these splendid articles of luxury met 
with, repetitions were executed for many other places, and 
thus various copies are to be seen in Dresden, Mantua, 
England, France, and elsewhere.* 

We conclude with the figures of the twelve Apostles, exe- 
cuted in chiaroscuro after Raphael's designs, in an apartment 
of the Vatican, since altered. These are probably the com- 
positions engraved by Marc Antonio, and painted by Raphael's 
scholars on the pilasters of St. Vincenzo alle Tre Fontane 
(near Rome), where they are now to be seen. They are dig- 
nified^ well-draped figures, but deficient in real grandeur. 

Finally, in the last years of his life (1518-1520), Raphael 
completed the decorations of the chapel of the little castle of 
La Magliana — ^a fiivourite residence of Leo X., five miles 

» See Passavant, vol. ii. p. 273, for an account of these frequent, and in 
part contemporary, repetitions. Nine pieces of the first series, of which only 
•* Paul in the Prison at Philippi " was wanting, were long in England, and 
have only heen recently purchased for the Berlin Museum. They are said to 
have heen in the possession of Henry VIII., and to have come to England at 
that time from Italy, 
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from Rome, near Porta Portese. Here, under Julius II., a 
scholar of Perugino's, probably Spagna, had painted the 
Annunciation and the Visitation — Raphael now added, either 
by his own hand, or by that of one of his best scholars, the 
Martyrdom of St. Felicitas, a composition, the excellence of 
which is now only fully preserved in Marc Antonio's engraving, 
the centre and principal scene having been destroyed not long 
ago by the barbarous introduction of a window. On the left, 
still preserved, is a group of men surrounding the tyrant, who 
are eagerly watching the scene, and on the right the figure of 
an idol with three terrified women with a naked boy, who is 
clinging fearfully to them. The heads are all of the finest 
expression. In a Glory of the First Person of the Trinity, 
probably by one of Raphael's scholars, one of the angels 
strewing flowers is closely imitated * from the celebrated Ma- 
donna of Francis I., 1518, which is described further on. 

Beside all these important conunissions, executed by Raphael 
for the Papal Court, during twelve years, many claims were 
made on him by private persons. Among the works of this 
kind may be mentioned two frescos executed for Roman 
churches. One in S** Maria deHa Pace, over the arch of the 
first side-chapel, on the right of the entrance ; it represents 
four Sibyls surrounded by angels. It is one of Raphael's 
most perfect works : great mastery is shown in the mode of 
filling and taking advantage of the apparently unfavourable 
space. The angels who hold the tablets to be written on, or 
read by the sibyls, create a spirited variety in the severe sym- 
metrical arrangement of the whole. Grace in the attitudes 
and movements, with a peculiar harmony of form and colour, 
pervade the whole picture ; but important restorations have 
unfortunately become necessary in several parts. An inte- 
resting comparison may be instituted between this work and 
the Sibyls of Michael Angelo. In each we find the peculiar 
excellence of the two great masters ; for while Michael 
Angelo's figures are grand, sublime, profound, the fresco of 

1 See Pasgavant, vol. i. p. 290, and vol. ii. p. 340; also, an article by 
Herrn H. Hase, in the * Blatter fur literarische unterhaltang/ Leipzig, 
Brockhaus, 1841, Nos. 235 and 236. [Engraved by L. Gmner, " I Freschi 
della Vaia Magliana di Raffaelle d' Urbino, &c., Londra, 1847.~Ed.] 
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the Pace bears the impress of Raphael's serene and ingenuous 
grace. The four Prophets on the wall over the Sibyls were 
executed by Timoteo della Vite, after drawings by Raphael. 

In a second fresco, representing the prophet Isaiah and two 
angels, who hold a tablet, painted on a pilaster in the church 
of S. Agostino at Rome, the comparison is un&vourable to 
Raphael. An effort to rival the powerful style of Michael 
Angelo is very visible in this picture ; an effort which, not- 
withstanding the excellence of the execution in parts, has 
produced only an exaggerated and affected figure.* 

While drawing these comparisons between Michael Angelo 
and Raphael, we may mention a small oil picture, supposed to 
have been executed by Raphael as early as 1510, but which^ 
to judge from its affinity with the earlier pictures of the Loggie, 
can only have been produced in 1513 : it represents the Vision 
of Ezekiel, and is now in the Pitti Palace at Florence; it 
contains the First Person of the Trinity, in a glory of brightly 
illuminated cherubs* heads, his outstretched arms supported 
by two genii, and resting on the mystical forms of the ox, 
eagle, and lion ; the angel is introduced adoring beside them. 
Dignity, majesty, and sublimity are here blended with inex- 
pressible beauty : the contrast between the figure of the Al- 
mighty and the two youthful genii is admirably portrayed, 
and the whole composition so clearly developed, that it is un- 
doubtedly one of. the master-works of the artist. Michael 
Angelo, who had also given a type of the Almighty, represents 
him borne upon the storm ; Raphael represents him as if 
irradiated by the splendour of the sun : — here again both 
masters are supremely great, similar yet different, and neither 
greater than the other. A copy of this work, formerly in the 

* Sebastian del Piombo's account of Lis remarkable audience of Julius II., 
published in Gaye's Cartegg., ii. p. 477, proves that Michael Angelo*8 in- 
fluence over Raphael was well known at that time, 1512. If Sebastian is to 
be believed, the Pope expressed himself thus : — ^* Look at the works of 
Raphael I As soon as he saw those of Michael Angelo, he instantly (subito) 
quitted the style of Perugino. and adapted himself (accostava) as nearly as 
possible to iiiat of Michael Angelo.'' Gaye connects this change with 
Michael Angelo's cartoon at Florence ; but the Florentine works of Raphael 
testify so little of that master's influence, that we should far rather attribute 
it to the ceiling of the Sistine Chapel, of which at least a portion was open to 
the public in 1509. 

B 3 
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Orleans Gallery, and at one time considered the orig^inal, is 
now at Stratton, in England. 

A somewhat later work of 'Raphael also proves that in the 
very same subjects in which Michael Angelo's whcde greatness 
was displayed he infused that free and peculiar beauty which 
places them in the noblest contrast to the gigantic power of 
his rival. We allude to the decorations of the Chigi chapel 
at S. Maria del Popolo at Rome. Here it was intended that 
tl^ cupola should contain the history of the Creatiou up to 
the Fall, that four statues of the prophets should represent 
the Promise, and three large wall pictures the fulfilm^it of 
the New Covenant, With the exception of the statue of the 
prophet Jonah, which Raphael appears to have executed him- 
self, he only lived to see the completion of the mosaics in the 
cupola after his designs, by Luigi da Pace (Maestro Luisaccio) 
in 1516.^ In the centre circle is the Almighty, with up- 
lifted arms, in the act of creation, surrounded by seraphim. 
Around, in eight compartments, are the mythological half- 
length figures of seven planets, and a cherub as head of the 
planetary system. Further below are the signs of the zodiac, 
and, leaning or sitting upon than, figures of ang^ of such 
wonderful and simple beauty as we can only compare to the 
sibyls in S. Maria della Pace. Unfortunately the whole has 
been much injured. 

Like all other artists, Raphael is always greatest when, 
undisturbed by fordgn influence, he follows the free, original 
impulse of his own mind. His peculiar element was grace 
and beauty of form, in as £ur as these are the expression of 
high moral purity. Hence, notwithstanding the grand wori&s 
in which he was employed by the Popes, his peculiar powers 
are most fully developed in the Madonnas and Holy Families, 
of which he has left so great a number. In his youth he 
seems to have been fondest of this class of subjects, and if his 
earliest works of .this kind bear the impress of a dreamy, 
sentimental fancy, and the later ones of a cheerful conception 
of life, the works of his third period form the happiest medium 

' See ' I Musaici della Cupola nella Cappella Chigiana di S. M. del Popolo 
in Roma, inv. da Rafacle Saozio, inc^ ed ed. da L. Grimer, Ulustr. da Ant. 
Grifi,' Roma, 1839. 
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betweoi cheerfulness and dignity,—- between innocent play- 
fulness and a deep penetration of the spirit of his subject. 
They are eonceived with a gpraceful freedom^ so delicately 
controlled, that it appears always guided by the finest feeling 
for the laws of art. They place before us those dearest rela- 
tions of life which form the foundation of morality, the 
closest tie» of funily love ; yet th^ seem to breathe a feeling 
still higher and holier. Mary is not only the affectionate 
mother ; she appears, at the same time, with an expression of 
almost virgin timidity, and yet as the blessed one of whom 
the Lord was bom. The infant Christ is not only the cheerful 
innoc^it child, but a prophetic seriousness rests on his features, 
which tells of his future sacred destiny. In the numerous 
representations of these subjects, varying in the number^ 
attitude, and grouping of the figmres, there prevails some- 
times a more simply natural, sometimes a more profound 
conception ; they thus offer many interesting points of com- 
parison. They are not all, however, from Baphael's own 
hand; many, thoti^ painted from his designs and in his 
stodio, have only been retouched and completed by himself: 
many also which bear his name are but the works of his 
scholars, who endeavoured to seize and appropriate some 
portion of the master-spirit. 

Among these works we may particularly distinguish those 
of the earlier part of Raphael's residence in Rome. These, 
as nnght be expected from his more severe employments, are 
simple compositions, of not very considerable size. The exe- 
cution, however, shows that they are done quite con am&re, 
and they more or less retain the traces of that deep earnestness 
which, we have observed, characterized his youthful works. 
The following are especially deserving of mention. 

The Aldobrandini Madonna (27), now in the possession of 
Lord Garvagh. — The Madonna, sitting on a bench, bends 
tenderly towards the little St. John, her left arm round him ; 
he reaches up playfully for a flower, gracefully offered to him 
by the infant Christ, who sits on his mother's lap. Behind 
the Madonna is the pilaster of an arcade, and on each side a 
view into the landscape beyond : the whole forms a composi- 
^on of the greatest beauty and sweetness. The picture is in- 
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good preservatioD. An old repetition of the same subject is 
at Signor Gamuccini's iu Rome.' 

The Madonna of the Duke of Alba (26), formerly in the 
possession of Mr. Coesvelt, in London, now in the Hermitage 
at St. Petersburg. — ^The Madonna, a full-length figure, is 
seated in a quiet landscape- scene ; the child on her lap ; she 
holds a book in her hand, which she has been just reading ; 
the little St. John kneels before his divine companion with 
in&ntine grace and offers him a cross, which he receives with 
looks of unutterable love : the Madonna*s eyes are directed to 
the prophetic play of the children with a deep, earnest expres- 
^on. It is a beautiful picture, executed in the best and most 
delicate style by the master's own hand, and very well pre- 
served. 

La Yierge au Diad^me (28), also called La Yierge au 
Linge, in the Louvre. — ^The Madonna is seated in a kneeling 
position, lifting the veil from the sleeping Child, in order to 
show it to the little St. John, who is kneeling in joyftil 
adoration. In the background a rich landscape. The execu- 
tion decidedly does not belong entirely to Raphael. The 
picture also, like so many in the Louvre, has been much 
injured. Similar compositions, with a more or less free imita- 
tion of this moment, are frequent.' 

The Madonna and Child (31), in the possession of Mr. 
Rogers in London (from the Orleans gallery). — The Madonna, 
a half-length figure, youthful and noble, is seen behind a 
balustrade or low wall, on which stands the Child, who, 
smiling, nestles close to her, holding her round the neck. 
The picture has now lost its surface, and is interesting in a 
technical point of view, on account of the bright reddish 
undertint which is apparent. 

The Madonna (half-figure) and Child (30), in the pos- 
session of Lord EUesmere, and forming part of the Bridge- 
water gallery at London (from the Orleans gallery, and 
not in a good state). — The Child is stretched on her lap ; she 

* [The pictare here alluded to is smal] ; it contains hut two figures, and is 
quite different in composition : see p. 339. — Ed.] 

• Representations of this kind, with the child sleeping, are generally called 
' Silentiiun,' < Yierge au Silence^* &c. 






Chap. IV. RAPHAEL. 373 

looks at him with maternal joy. The infant, in graceful and 
lively action, turns his little head upwards, and looks at her as 
if in deep thought, yet tenderly (painted 1512). Several old 
repetitions are in the Museums of Berlin, Naples, &c. 

Madonna di Loreto (25). — The original is lost, but the 
subject is known from numerous old copies ; for instance, in 
the Louvre, in the Studj gallery at Naples, in the collection 
of the Prince of Salerno also at Naples, in Mr. Miles*s col- 
lection at Leigh-court, in Mr. Wigram's, &c. The Virgin 
is lifting the veil from the just awakening Child. Joseph 
stands at her side, devoutly looking on. Half-length figures 
the size of life ; generally a green curtain in the background.* 

The Madonna della Sedia (34), in the Pitti Palace at 
Florence (painted about 1516), a circular picture. — Tlie 
Madonna, seen in a side view, sits on a low chair holding the 
Child on her knee ; he leans on her bosom in a listless, child- 
like attitude : at her side John folds his little hands in prayer. 
The Madonna wears a many-coloured handkerchief on her 
shoulders, and another on her head, in the manner of the 
Italian women. She appears as a beautiful and blooming 
woman, looking out of the picture in the tranquil enjoyment 
of maternal love ; the Child, full and strong in form, has a 
serious, ingenuous, and grand expression. The colouring is 
uncommonly warm and beautiful. 

The Madonna della Tenda (35), in the possession of the 
King of Bavaria. (There is a repetition of the picture in 
the Royal gallery of Turin, also said to be an original.) — A 
<M>mposition similar to the last, except that the Child is repre- 
sented in more lively action, and looking upwards. In the 
background is a curtain, hence the name of the Italian picture. 

A series of similar, but in some instances more copious 
compositions, belong to a later period ; they are in a great 
measure the work of his scholars, painted after his draw- 
ings, and only partially touched upon by Raphael himself. 
Indeed many pictures of this class should, perhaps, be con- 
sidered altogether as the productions of his school, at a time 

' Passavani, vol. ii. p. 126, assigns this composition to Raphael's earlier 
Roman time — on which account we place it here, though it appears to us to 
belong to his latest and freest time. 
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when that school was under his (firect superintendence, and 
when it was enabled to imitate his finer characteristies is a 
remai^ble d^pcee. 

In this class we must include the Vierge aux Candelabres 
(44), where the Madonna is seated, with aa angel bearing a 
torch on each side. This circular picture was sold in England 
by the Ihike of Lucca, with other treasures of art, in 1840.' 

The Madonna dell' Jmpannata (41), in the Pitti palace at 
Florence, shows only the technical stamp of his school. The 
two holy women who pay homage to the Child are very beau- 
tiful; the little St. John, on the contraiy, who sits in the 
for^round, and points to Christ, wants the easy fuOveU of 
Raphael. The Child is, however, softly and delicately painted ; 
and here, it is probable, the master himself assisted. This 
picture, which is arranged more as an altarpiece than Ri^haeTs 
other Holy Families, takes its name firom the oiled-paper 
window in the background. 

The Madonna del Passeggio (43), in the Bridgewater 
gallery, formerly in the Orleans gallery, and yet earlier in 
that of Christina of Sweden, appears to have been' painted by 
Francesco Penni. It represents the Madonna and Child walk- 
ing in a landscape, and the little St. John about to kiss his 
playfellow. The children are peculiarly graceful, almost in 
Eaphael's Florentine manner ; but the drapery of the Madonna 
is heavy, and resembles the works of later artists. There are 
several repetitions in the Museum of Naples and elsewhere. 

In all these Holy Families of Raphaers later period, what- 
ever part he may or may not have tak«i in their execution, 
there appears a pervading character of grand ideal beauty, 
which, as before remarked, is conmion to the other wcH'ks of 
art of this age. We no longer perceive the tender enthusiasm, 
the earnestness and fervour of youth ; but, in their stead, a 
cheerful, tranqtul enjoyment of life, ennobled by the purest 
feeling. They are not, however, glorified, holy forms, which 
impel us to adore ; they rather show us the most interesting 
moments of domestic life, the accidental re-unicms in a &mily, 
when the sports of graceful children attract the delighted 

1 [Now in the possession of Mr. Mnnro.-^SD.] 
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observatioQ of parents. The greater number of these pictures 
consist of four figures — the Madonna, the two Children, and 
either Elizabeth or Jos^h. Among those pictures in which 
Elizabeth shares the mother's joy, are the following. 

The Holy Family, known by the name of " the Pearl " 
(37), in the gallery at Madrid : the most impcnrtant, and, in 
composition, unquestionably the finest of Raphael's Holy 
Families. The figures, arranged in perfect harmony, form a 
beautiful group :-^the infant Christ sits on the Madonna's 
knee^ resting one foot on a cradle, in the foreground ; John 
brings fruits in his panther's skin. Philip IV. of Spain, who 
had purchased the picture from the gallery of Charles I., is 
said to have exclaimed on seeing it, ^' This is my pearl !" — 
hence its name. Giulio Romano probably assisted much in 
the execution. 

A small Holy Family in the Louvre (39). The infant 
Christ stands on a cradle caressing St. John. The execu- 
tion is attributed sometimes to Giulio Romano, sometimes to 
Garo&Io. 

The so-called Madonna col divino amore (32), in the 
Museum of Naples.^ The Child, seated on the Virgin's lap, 
is blessing the Baptist, while Elizabeth supports his little arm. 
The execution is attributed by some to Giulio Romano, but it 
betrays more of Raphael's own hand than most of his later works. 

The Madonna della Gatta (47), in the Museum at Naples, 
may also be mentioned here. It was executed by Giulio 
Romano after Raphael's " Perla." It is a beautiful domestic 
scene, and excellently composed ; but the scholar's different 
mind shows itself in the prominence of the accessories, in the 
more violent action of the Child, in the incomparably less 
depth and purity of expression, and in the heavy, dark 
shadows. 

Among the pictures in which Joseph completes the group, 
are several in the Museum at Madrid, particularly La Madonna 
della Lucertola (36), so called because a lizard ^ is introduced 

1 According to Passavant, vol. i. p. 187, painted as early as 1512, which 
we are much inclined to doubt. 

» [No lizard appears In the original picture at Madrid, though one is intro- 
duced in the copy in the Pitti Palace : hence the ** Holy Family under the 
oak " is the better app^ation. — Ed.} 
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in the picture ; also " the Holy Family under the oak," painted 
about 1517. Joseph leans on an antique architectural ruin ; 
the young Christ turns to John, who holds up to him a strip 
of parchment with the words " Ecce agnus Dei !*' The exe- 
cution is attributed to Giulio Romano. A repetition, marked 
as a copy by Griulio Romano, is in the Pitti Palace at 
Florence. It 'is hard and cold. A composition, in which 
the children hold a similar piece of parchment with upraised 
hands, appears to have been frequently repeated by Raphael's 
scholars. One of them is at Stratton, the seat of Sir Thomas 
Baring; another is in the possession of Mr. Munro, in London 
(46), formerly in that of M. Nieuwenhuys ; a third in the 
sacristy of the Escurial. 

A Repose in Egypt (42) is in the Imperial gallery at 
Vienna. The Madonna kneeling, holds the Child in her 
arms ; John also kneels, and presents fruits : Joseph, leading 
an ass by the bridle, is in the act of raising John. The 
picture is freely and boldly painted. The Child is extremely 
beautiful, as is also the head of John. 

Lastly, the large picture of a Holy Family (38), in the 
Louvre, painted by Raphael in 1518 for Francis L, is pecu- 
liarly excellent. The Madonna kneels to take up the Child, 
who springs joyfully out of the cradle ; Elizabeth kneels also 
and fojds the hands of the little St. John ; Joseph, in the 
background, is in calm contemplation. At the side are two 
angels ; one strews flowers over the Child, the other crosses 
his hands on his breast. The whole has a character of cheer- 
fulness and joy : an easy and delicate play of graceful lines 
and the noblest forms, which unite in an intelligible and 
harmonious whole. Giulio Romano assisted in the execu- 
tion. 

To this cycle of Holy Families may be added the Visitation 
(of Mary to Elizabeth), now in Spain. The heads are very 
beautiful — Mary's full of the most graceftil innocence and 
humility. On the other hand, the drawing of the draperies 
and figures appears to be less excellent. Chiefly executed by 
Giulio Romano. 

A similar character pervades the larger compositions of 
this later period, which represent the Madonna as queen 
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of heaven, though their destination as altarpieces naturally 
causes the religious character to predominate. With regard 
to these compositions, in which several Saints are assembled 
round the Madonna, it is to be observed, that although these 
holy personages were brought together arbitrarily (for various 
accidental reasons), yet Raphael has contrived to place them 
in recip^rocal relation to each other, and to establish a con- 
nexion between them ; while the earlier masters either ranged 
them next to one another, in simple symmetrical repose, or 
with equal caprice disposed them in all kinds of attitudes, 
with a view to picturesque effect. Baphael has left three 
large altar-pictures of this kind, which are interesting examples 
of his various conceptions of the Madonna. 

Of these the Madonna di Fuligno (29) (also called La 
Yierge au Donataire), in the Vatican, is the earliest, and of 
about the same date as the Stanza della Segnatura, namely, 
about 1511. It was originally ordered for the church of Ara 
Coeli in Rome, by one of the court of Julius II., Gismondo 
Clonti, but was afterwards transferred to Fuligno : hence its 
name. In the upper part of the picture is the Madonna with 
the Child, enthroned on the clouds in a glory, surrounded by 
angels. Underneath, on one side, kneels the donor, raising 
his folded hands to the Vii^in ;* behind him stands St. Jerome, 
who recommends him to her care. On the other side is St. 
Francis, also kneeling and looking upward, while he points 
with one hand out of the picture to the people, for whom he 
entreats the protection of the Mother of Grace ; behind him 
is John the Baptist, who points to the Madonna, while he 
looks at the spectator as if inviting the latter to pay her 
homage. The relation between the picture and the com- 
munity of believers, expressed by the last two figures, appears 
from this time variously modified in the altarpieces of the 
Catholic church. Between the two groups stands an angel 
holding a tablet, intended for an inscription. In the distance 
is a city, on which falls a meteor, or perhaps a bomb-shell ; 
above it is a rainbow, no doubt in allusion to some danger 
and miraculous preservation, in remembrance of which the 
picture was dedicated.* 

* [ProYidential escapes, yictories, and successes were among the most 
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This work, however beauti^ in the whole arrangement, 
however excellent in the execution of separate parts, appears 
to belong only to a transition-state of development. There is 
something of the ecstatic enthusiasm which has produced such 
peculiar conceptions and treatment of religious subjects in 
other artists — Correggio, for example — and which, so &r from 
harmonizing with the unaffected, serene grace of Raphael, has 
in this instance led to some serious defects. This remark is 
particularly applicable to the figures of St. John and St. 
Francis : the former looks out of the picture with a ^tastic 
action, and the drawing of his arm is even considerably man- 
nered. St. Francis has an expression of fanatical ecsta^, and 
his countenance is strikingly weak in the painting (composed 
of reddish, yellowish and grey tones, which cannot be wholly 
ascribed to the restorer). Again, St. Jerome looks up with a 
sort of fretful expression, in which it is difficult to recognize, 
as some do, a mournful resignation ; there is also an exagge- 
rated style of drawing in the eyes, which sometimes gives a 
sharpness to the expression of Raphael's figures, and appears 
very marked in some of his other pictures. Lastly, the 
Madonna and the Child, who turn to the donor, are in atti- 
tudes which, however graceful, are not perhaps sufficiently 
tranquil for the majesty of the queen of heaven.* The expres- 
sion of the Madonna's count^iance is extremely sweet, but 
with more of the character of a mere woman than of a gl<mfied 
being. The figure of the donor, on the other hand, is excel- 
lent, with an expression of sincerity and truth ; the angel with 
the tablet is of unspeakable intensity and exquisite beauty — 
one of the most marvellous figures that. Raphael has created. 

The second of these pictures, the Madonna del Pesce (33), 



frequent occasions of what are called Totive pictures. In these compositions 
the Madonna and Child are generally represented surrounded hj Saints, the 
latter being selected for various reasons, according to the taste or devotion 
of the proprietor of the picture. The donor is frequently introduced kneel- 
ing, sometimes alone, sometimes with his family, and in many cases a patron 
saint recommends the votaries. The ultimate intercession of the Madonna 
is, however, distinctly intimated by her appearing in the character of the 
' Mater Dei.' When she is represented alone, her action is more directiy that 
of a suppliant. — Ed.] 

*■ [This is one of the instances in which the severity of the author's criti- 
cism is unsof^KMrted by high authorities. — £d.] 
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has much more repose and grandeur as a whole, and unites the 
sublune and abstract character of sacred beings with the 
individuality of nature in the happiest manner. It is now in 
the Escurial, but was originally painted for S. Domenico, at 
Naples/ about 1513. It represents the Madonna and Child 
on a throne ; on one side is St. Jerome ; on the other the 
guardian angel with the young Tobias, who carries a fish 
(whence the name of the picture). The artist has imparted 
a wonderfully poetic character to the subject. St. Jerome, 
kneeling on the steps of the throne, has been reading from a 
book to the Virgin and Child, and appears to have been inter- 
rupted by the entrance of Tobias and the Angel. The infant 
Christ turns towards them, but at the same time lays hb hand 
on the open book, as if to mark the place. The Virgin turns 
towards the Angel, who introduces Tobias ; while the latter, 
dropping on his knees, looks up meekly to the Divine infant. 
St. Jerome looLs over the book to the new comers, as if ready 
to proceed with his occupation after the interruption. All the 
figures are graceful and dignified. The majesty and sweetness 
of the Virgin, the interesting i^rmpathy of the Child, the 
thoughtful gravity of St. Jerome, the easy, bending figure of 
the Angel, the inexpressible nalveti of Tobias, all combine in 
beautiful harmony, and leave a refined impression on the feel- 
ings of the spectator. 

The most important of this class is the Madonna di San 
Sisto (40), in the Dresden Gallery. Here the Madonna 
appears as the queen of the heavenly host, in a brilliant glory 
of countless angel-heads, standing on the clouds, with the 
eternal Son in her arms ; St. Sixtus and St. Barbara kneel at 
the sides. Both of them seem to connect the picture with the 
real spectators. A curtain, drawn back, encloses the picture 
on each side : underneath is a light parapet, on which two 
beautiful boy-angels lean. The Madonna is one of the most 
wonderful creations of Raphael's pencil : she is at once the 
exalted and blessed woman of whom the Saviour was born, 
and the tender earthly Virgin whose pure and humble nature 

1 For that chapel whem prayers for the recovery from all diseases of the 
eye were especially offered ap. This accounts for the introducUon of Tobit 
with the fish, which has puzzled so many. 
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was esteemed worthy of so great a destiny. There is some- 
thing scarcely describable in her countenance ; it expresses a 
timid astonishment at the miracle of her own elevation, and at 
the same time, the freedom and dignity resulting from the 
consciousness of her divine situation. The Child rests natu- 
rally, but not listlessly, in her arms, and looks down upon the 
world with a serious expression. Never has the loveliness of 
childhood been blended so touchingly with a deep felt solemn 
consciousness of the holiest calling, as in the features and 
countenance of this Child. The eye is with difficulty disen- 
chanted from the deep impressions produced by these two 
figures, so as to rest upon the grandeur and dignity of the 
Pope, the lowly devotion of St. Barbara, and the cheerful 
innocence of the two angel-children. This is a rare example 
of a picture of BaphaePs later time executed entirely by his 
own hand. No design, no study of the subject for the guidance 
of a scholar, no old engraving, after such a study, has ever 
come to light. The execution itself evidently shows that the 
picture was painted without any such preparation. Proofe 
are not wanting even of alJ;erations in the original design — 
the two angels in the lower part are very evidently a later 
addition by the master's hand. According to Vasari, Raphael 
painted this picture for the principal altar of St. Sixtus, at 
Piacenza — ^at least it was there in his time, and was only 
removed to Dresden in the last century. It has been supposed, 
with great probability, that it had been intended for a proces- 
sion-picture.* Though this supposition has not been actually 
substantiated, yet both the composition and condition of the 
picture argue for it, and we can conceive the elevating im- 
pression that this glorified appearance must have produced as 
it was borne slowly along over the heads of adoring multitudes, 
accompanied by the lights, the incense, and the sacred songs 
of the different orders. 

To this class belongs also the Saint Cecilia, executed in the 
earlier years* of Baphael's residence in Rome, and now in the 

1 For the grounds of this supposition, see Von Rumohr, Italienische 
Forschungen, iii. 129, etc. ; and Drei Reisen nach Italien, p. 74, etc. 

• [It appears to have been completed in 1516. The inscription in the 
chapel is comparatively modern, and hence no authority. See Passavant, ii. 
181, no^tf.— Kd.] 



Chap. rV# RAPHAEL. 381 

Gallery of Bologna. It was originally in San Giovanni a 
Monte, and adorned the altar of the Bentivoglj, for whom it 
was painted. St. Cecilia is placed in the centre, surrounded 
by four Saints ; St. John and St. Augustine behind her ; St. 
Paul and Mary Magdalene in front, at the sides of the picture. 
Above, in the clouds, is a glory of angels singing hymns. At 
the feet of Mary Magdalene lie some musical instrument** 
partly broken ; St. Cecilia raises her eyes to the Angels, and 
appears to listen to their songs. She holds a small organ 
reversed, with its tubes beginning to fall out, indicating, like 
the other scattered and broken instruments, the relation of 
earthly to heavenly music. St. John, an extremely beautiful 
head, regards the inspired countenance of the Saint with holy 
rapture : St. Augustine is more tranquil. St. Paul, a noble 
figure in very grand drapery, looks thoughtfully down on the 
instruments, whose sounds have ceased. Mary Magdalene, 
whose mild expression reminds us of Raphael's youthful 
pictures, turns to the spectator, directing his attention to the 
holy scene. There appears in the expression throughout this 
simply arranged group a progressive sympathy, of which the 
revelation made to St. Cecilia forms the central poinj. Still 
that noble and beautiful countenance does not express all the 
sublimity and holiness which might be expected from the 
subject ; and it can scarcely be supposed that this defect is 
entirely owing to the restorations, although they are said to 
be considerable. 

Two more altar-pictures close this series : they represent 
single figures of Saints ; two pictures with St. Margaret as 
the Conqueror of the Dragon.' One is in the Gallery of 
Vienna. It represents the Saint at the moment when the 
fearful monster winds himself round her ; she raises the cru- 
cifix against him. The picture has something in attitude and 
gesture which shows Michael Angelo's influence, and is pro- 
bably by the hand of Giulio Romano. The second is in Paris, 
and is said to have been originally painted for Francis I. It 
is of Raphael's later time, and the greater part is by Giulio 

* [The legend (from Simeon Metaphrastes) will be found in Lippomanus 
De Yitis Sanctormn, ii. 165 : see also Mrs. Jameson's Poetry of Sacred and 
Legendary Art, vol. ii. p. 130. — Ed.] 
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Romano. Here, Margaret stands on the wing of the dragon, 
and holds in her right hand the palm of victory. Her conn- 
tenance expresses maidenly innocence and grace. Alas ! this 
picture has been almost wholly destroyed by transferring it 
from wood to canvas. 

The Archangel Michael, in the gallery of the Louvre, is a 
very remarkable picture, also painted by Raphael for Francis 
I. in 1517. Like a flash of li^tning the heavenly champion 
daffts upon Satan, who, in desperation, writhes at his feet. 
The angel is clad in scaly armour, and bears a lance in his 
hands, with which he aims a deathblow at his antagonist. The 
air of grandeur, beauty, and calm majesty in the winged 
youth, the rapidity of the movement, the bold foreshortening 
of Satan, hurled on the lava rooks, have a most impressive 
effect. 

Li various galleries we find representations of John the 
Baptist in the wilderness, as a youth, seated fronting to the 
spectator, and pointing with enthusiasm to a cross which is 
erected beside him. The greater number, if not all, must 
have been executed by scholars from drawings after the model, 
by the master (such as the one in the Uffizj at Florence, which 
is of remarkable beauty). An excellent one in the Gallery 
at Darmstadt is painted somewhat in the style of Bronzino ; 
others are at Florence, Bologna, Paris, in England, etc. A 
good and somewhat later copy, ascribed to Francesco Salviati, 
is in the Berlin Museum.* 

Two large historical altar-pictures still claim our attention ; 
they belong also to Raphael's later period. The earliest is 
the picture of Christ bearing the Cross, in the Museum of 
Madrid, known by the name of " LoSpasimodi Sicilia," jfrom 
the convent of Santa Maria dello Spasimo at Palermo, for 
which it was painted. Here, as in the tapestries, we again 
find a finely conceived development of the event, and an excel- 
lent composition. The procession which conducts the Saviour 
to Mount Calvary has just reached a turn in the road. He 
sinks under the weight of the cross; an executioner, who 
stands at the edge of the picture (a figure of athletic form 

» Compare V. Rumohr, Ital. Forsch. iii. 135. 




LO SPASIMO ; by Raphael, now at Madrid. 

page S32. 
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somewhat ostentatiously displayed), endeavours to pull him up 
by the rope which is passed round his body. Simon of Gyrene, 
who met the procession, a powerful figure, turns angrily 
towards the executioner, and stoops to free Christ from his 
burden, wlnle another, standing behind him, again presses it 
down on the holy martyr. The latter, regardless of his own 
grief, turns his face consolingly to the group of women who 
press near to him on the opposite side. The Madonna, her 
hands extended in despair towards her son, sinks on her knees, 
supported by John and Mary Magdalene. Behind them 
follows a procession of soldiers, from the gates of the city ; a 
standard-bearer, who rides befwe the executioners, already 
turns in the direction of the mountain seen in the background. 
Amidst this combination of varied forms, the figure of Christ 
is kept distinct with consummate art, so that, though placed 
in a position so unfavourable, it displays a peculiar nobleness. 
The head, with an expression of the holiest patience and divine 
sorrow, forms the central point of the picture : the heads of the 
executioners, of Simon, and of the women, surround it as in 
a half-circle.' Among the friends of the Saviour the various 
degrees of sympathy are admirably expressed ; yet (if it is 
allowable to judge from the engraving) we observe in smne 
of the single heads, particularly the Magdalene's, something 
of the exaggerated sharpness of outline already noticed in the 
Madonna di Fuligno. 

The later of these two pictures is the Transfiguration on Mount 
Tabor, now in the Vatican, formerly in S. Pietro at Montorio. 
This was the last work of the master (not finished till after 
his death) ; the one which was suspended over his corpse, a 
trophy of his fame, for publio homage. 

If the picture last described is distinguished, like the com- 
positions for the Tapestries, by the dramatic development of 
an historical event, by the important prominence given to the 
principal incident, and by grandeur of style, the work now 
under consideration unites with these qualities a profounder 
symbolical treatment, which, in the representation of a par- 

* [The composition of this picture is evidentlj imitated from Albert 
D&rer. Marc Antonio bad copied the German artist's designs for the * Pas- 
sion.' — Ed.] 
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ticular event, expresses a general idea. In this instance it is 
the depth and power of thought which move the spectator and 
which address themselves to him at once, so that he needs no 
key to explain the meaning of the subject. This picture is 
divided into two parts, the undermost of which, on account of 
its mass, is the more important and predominant. On one 
side are nine of the Disciples ; on the other a crowd of people 
pressing towards them, bearing along a boy possessed with 
a devil. His limbs are fearfully convulsed by demoniac 
power ; he is supported by his father, who appears strenuously 
to implore assistance by words and looks ; two women beside 
him point to the suflPerer, the one with earnest entreaties ; the 
other in the front, on her knees,* with an expression of pas- 
sionate energy. All are crying aloud, beseeching, and stretch- 
ing out their arms for aid. Among the disciples, who are 
disposed in different groups, astonishmeiit, horror, and sym- 
pathy alternate in various degrees. One, whose youthful 
countenance expresses the deepest sympathy, turns to the 
unhappy father, plainly intimating his inability to assist him ; 
another points upwards; a third repeats this gesture. The 
upper part of the picture is formed by an elevation to repre- 
sent Mount Tabor. There lie prostrate the three disciples 
who went up with Christ, dazzled by the Divine light ; above 
them, surrounded by a miraculous glory, the Saviour floats in 
air, in serene beatitude, accompanied by Moses and Elias. 
The twofold action contained in this picture, to which shallow 
critics have taken exception, is explained historically and 
satisfactorily merely by the fact that the incident of the pos- 
sessed boy occurred in the absence of Christ ; but it explains 
itself in a still higher sense, when we consider the deeper, 
universal meaning of the picture. For this purpose it is not 
even necessary to consult the books" of the New Testament for 
the explanation of the particular incidents : the lower portion 
represents the calamities and miseries of human life — the rule 
of demoniac power, the weakness even of the faithful when 
unassisted — and points to a superior Power. Above, in the 
brightness of Divine bliss, undisturbed by the suffering of the 
lower world, we behold the source of consolation and redemp- 
^ [Both the Women are kneeling. — Ed.] 
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tion from evil. Even the judicious liberties dictated by the 
nature of the art, which displease the confined views of many 
critics — such as the want of elevation in the mountain, the 
perspective alteration of the horizon and points of sight for 
the upper group (in which the figures do not appear fore- 
shortened, as seen from beneath, but perfectly developed, as 
if in a vision), give occasion for new and peculiar beauties. 
In one respect, however, the picture appears to fail : it wants 
the freer, purer beauty, the simplicity and flow of line (in the 
drapery especially), which address themselves so directly to 
the feeling of the spectator; the work pleases the eye, the 
understanding, but does not entirely satisfy the soul : in 
this respect the picture already marks the transition to the 
later periods of Art. But this passing censure should be con- 
sidered as only hinted at. Where such grandeur and depth of 
thought, such unexampled excellence, have been accomplished 
(and we have given but a very general outline), it becomes us 
to oflPer any approach to criticism with all humility. 

We may not pass over a picture which Kaphael had under- 
taken in his youth (1505), but which was not painted till 
after his death by his lieirs, Giulio Romano and Francesco 
Penni : it is the Coronation of the Virgin, painted for the 
convent of Santa Maria di Monte Luce at Perugia, and now 
in the Vatican. If any drawing of Raphael's was made use 
of, it could only have been for the upper portion of the picture, 
representing Christ and the Virgin enthroned on the clouds : 
this part, which is powerfully painted, representing two charm- 
ing figures of angels strewing flowers, and the figure of the 
Madonna, is attributed to Giulio Romano. The lower part, 
executed by Francesco Penni, in which the Apostles are 
assembled around the empty tomb of the Virgin, is as weak 
and ineffective in composition as in execution. 

Of the picture of St. Luke painting the Madonna (50), 
the head of the Saint only is attributable to Raphael. The 
Madonna and other parts are unequally executed. 

We now proceed to the Portraits, of which Raphael executed 
a great number in his best time. Their chief excellence, and 
the same may be said of those done in his earlier days, resides 
in their unaffected conception and characteristic expression ; 

8 
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bot later pottraits display also the purest, most admirable 
exectttiOD, the more so as in the essoitial parts no assistance 
could be given by his scholars. The most interesting are — 

The portrait of Bindo Altoviti (erroneously held to be 
Raf^iael's own portrait),^ now in the Gallery at Munich, 
formerly in the Cfetsa Altoviti at Rome. The head is tiiat of 
a youth of about 22 years of age^ witii a black cap and long, 
lair hair, looking over his shoulder at the spectator; his hand 
on his breast. It is a glowing Italian countenance, full of 
sensibility ; a slight tti^aneholy pervades it, blended with a 
certain acuteness of expression. The execution is soft, with 
dark shadows. 

The Fomarina (i. e» the Bak^), ^ name which, as applied 
t^ Raphael's mistress, does not occur before the middle of the 
last century. The history of this person, to whom Raphael was 
attached even to his death, is^ obscure, nor are we very clear 
with regard to her Mkenesses. In die Tribune at Florence 
there is a portrait^ inscribed with the date 1512, of a very 
beautiful woman, holding the for trimming of her mantle with 
her right hand, which is said to represent her.' The forms 
are noble and pure ; the pidnting extremely fine, resembling 
the Venetian manner ; the hand and arm beautiful. The 
ornaments heightened with gold, and the gold lights in the 
hair, are peculiar. This picture is decidedly by Raphael, but 
dm hardly represent the Fomarina ; at least it bears no resem- 
blance to the second picture of the Fomarina in the Barberini 
Palace in Rome, which bears the name of Raphael on the 
armlet, and of the authenticity of which (particularly with 
respect to the subject) there can hardly be a doubt. In this 
the figure is seated, and is uncovered to the waist ; she draws 
a light drapery around her; a shawl is twisted round the 
head. The execution is beautiful and delicate, althou^ the 
lines are sufficiently defined ; the fonna are fine and not with- 
out beauty, but at the same time not free fhnn an expression 

* Riunohr considers it a portrait of Raphael. See Ital. Forach., yoI. iii. 
p. 109, and further. This is, however, suflSciently disproved by Passavant, 
vol. i. p. 185, and vol. ii. p. 143. 

< According to an hypotiiesis of Missirini (Longhena, p. 390), the picture 
was painted by Sebast. del Piomboy after Michael Angelo, and represents 
Vittoria Colonna, Marchesa di Pescara, the friend of Michael Angelo. 
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of ooafseoeas and oommon life. The eyes are large, dari^ and 
full of fire, and «eein to speak of brighter days. There are 
some repetitions of this picture, from the school of Raphael, 
in Roman galleries. A draped female portrait of Raphael's 
later time, in the Pitti Palace, which appears to represent the 
same individual, though at a younger period, is of high^ 
beauty and most enchanting grace, and of true Roman charac- 
ter ako. This figure may posubly have s^ved as Raphael's 
mod^ for the Slstine Madcmna. The head alone, however, 
and the light damask sleeve, appear to be by the master's 
hand. Other portraits which bear the name of the Fomarina 
may be passed over.* 

P<^ Julius n., in the Pitti Palace at Florence. — The 
high-^minded old man is here represented seated in an tarn- 
chair, in deep meditation. The small, piercing eyes are de^y 
set under the open, projecting forehead; they are quiet, 
but full of unexting^hed pow^r. The nose is proud and 
Roman, the lips firmly compressed ; all the features are still 
in lively, elastic tension ; the execution of the whole pcture is 
masterly. There are several repetitions ; one is in the Gal- 
lery of the Uffizj, representing the Pope in a red dress.* A 
good copy is also in the Berlin Museum ; another at Mr. 
Miles's, of Leigh Court 

Pope Leo X., with Cardinals de' Medici and de' Rossi, in 
the Pitti Palace, Florence. — The Pope sits at a table, the 
breviary open before him ; the Cardinals are behind, on each 
side. The principal merits of this work are, the wonderfully 
characteristic expression of the three difi^rent heads, the truth 
(^ imitation in the accessories, and the mastery displayed in 
the management of the general tone. There h an ^^oellent 
copy by Andrea del Sarto in the Museum of Ni^es. 

The Violin Player, in the Sciarra Palace, Rome. — A youth 
holding the bow of a violin and a laurel- wreath in his hand, 
and looking at the spectator over his shoulder. The expres- 
sion of the countenance is sensible and decided, and betokens 
a character alive to the impressions of sense, yet severe. The 
execution is excellent — inscribed with the date 1518. 

» [Passavant (Kunstreise, i. 225) prefers the portrait in the Palazzo 
Pitti.— Ed.] 
* [Another repetition is in the Natiojial Gallery, — Ed.] 

8 2 
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Joanna of Airagon. — Numerous repetitions of this portrait 
exist : that in the collection of Baron Speck, of Sternburg, 
Leipzig (fbnnerly in the gallery of Count Pries, at Vienna), 
is much esteemed ; another is in Warwick Castle ; a third in 
the gallery of the Louvre. This last, with the exception of 
the head, is attributed to Giulio Romano. A copy, by a 
scholar of Leonardo da Vinci (falsely ascribed to the master), 
is in the Doria gallery, Rome. Several repetitions are in 
other places. These pictures represent a lady in the bloom of 
beauty ; she sits fronting the spectator in a splendid red cos- 
tume ; the outline of the face and features is inexpressibly 
pure and soft ; the hair, h\T and rich, falls on the shoulders ; 
the large, dark eyes, of velvet softness, are turned to the 
spectator. Joanna was the daughter of Ferdinand of Arra- 
gon, Duke of Montalto, and wife of Ascanio Colonna, Prince 
of Tagliacozzo. She was sumamed "divine," from her 
beauty. Three hundred poets employed their pens to hand 
down her fame to posterity.' 

The following also belong to Raphael's most intellectual 

portraits : — Cardinal Giulio de' Medici — the same head and 

attitude as that in the above-mentioned portrait of Leo X., 

and without doubt the study for it. Oouot Castiglione — noble, 

chivalrous, dignified, full of fire and life. A Youth, resting 

his head on his hand with a pleasing carelessness.' All three 

in the gallery of the Louvre. Cardinal Bibiena writing, 

looking upwards with a serious, thoughtful expression. Fedra 

Inghirami, Secretary to the Conclave: both in the Pitti 

Palace. This last is very remarkable for the skill and manner 

in which Raphael has converted a fat, squinting man, into a 

subject of great character and attraction. Francesco Penni, 

Raphael's scholar, in the collection of the Prince of Orange, 

Brussels.'* But many of the portraits which bear Raphael's 

» See the essay of W. Gerhard in the Tfib. Kunstblatt, < Johanna von 
Arragonien,' 1833, Nos. 15 and 16. To judge from the not very attractive 
treatment of the head in the Louvi-e specimen, and from the somewhat hai*sh 
individuality imparted to it, Raphael would seem not to have belonged to the 
ardent adorers of this celebrated beauty. 

* Passavant, vol. ii. p. 88, assigns this picture to Raphael's Florentine 
epoch, which, however, we cannot reconcile with the finished freedom of the 
execution. 

• [This gallery was removed to the Hague, after the accession of the late 
King of Holland.— Ea] 
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name are entitled to this distinction only in a very subordinate 
degree ; many even belong to an essentially different school. 
Among this class may be mentioned the portrait of the poet 
Tibaldeo, in the possession of Professor Scarpa, at La Motta 
(between Treviso and Udine) ; Fed. Carondelet, Archdeacon 
of Bitunto, in the possession of the Duke of Grafton in Lon- 
don ; that known in the Paris Museum by the name of 
" Raphael and his Fencing Master," by some attributed to 
Pontormo ; the Two Lawyers, Bartolo and Baldo, in the 
Doria gallery at Rome, excellent heads, but more in the 
Venetian style, are decidedly in some parts the work of 
Raphael. A very interesting portrait, said to be that of 
Caisar Borgia, in the Borghese gallery at Rome, is ascribed 
to Raphael. It is, however, neither the portrait of that Prince 
nor the work of Raphael. 

With the exception of the portraits just enumerated, the 
works of Raphael hitherto described are for the most part 
representations from sacred history. Some subjects still remain 
to be mentioned, taken from the classic fictions of antiquity. 
Raphael did not employ these materials, as is now the prac- 
tice, in an unprofitable, learned manner ; he did not desire to 
reproduce the modes of thinking and feeling peculiar to the* 
ancients, and which must be foreign to our modern concep- 
tions : he regarded them merely as a bright play of fancy, 
which afforded an opportunity for the introduction of graceful 
forms as a pleasing embellishment for apartments devoted to 
festal purposes. In these productions, therefore, we again 
perceive the artistes peculiar feeling for beauty, which could 
here freely expatiate. ^ 

This style had been already aimed at in the subordinate 
decorations of the Vatican Loggie. It appears in a much 
more important form in some larger works, especially in the 
frescos in the Roman villa of Agostino Chigi (a rich friend of 
the arts, for whom Raphael also executed the Sibyls in the 
Church of Santa Maria della Pace). This villa is in Traste- 
vere, and now bears the name of the Farnesina, from its later 
possessors of the house of Farnese. On the ceiling of a large 
hall facing the garden, Raphael represented scenes from the 
story of Psyche ; on the flat part of the ceiling are two large 
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compositions, with numerous figures, — the Judgment c^ the 
Gods, who decide the dispute between Venus and Cupid, and 
the Marriage of Cupid and Psyche in the festal assembly of 
the gods. In the lunettes of the ceiling are amorinij with the 
attributes of those gods who have done homage to the power 
of Love. In the triangular compartments between the lunettes 
are different groups, illustrative of the incidents in the fiible. 
They are of great beauty, and are examples of the most taste- 
ful disposition in a given space. The picture of the three 
Graces, that in which Cupid stands in an imploring attitude 
befcMre Jupiter, a third, where Psyche is borne away by Loves, 
are extremely graceful.' Peevish critics have designated these 
representations as common and sensual, but the noble spirit 
visible in all Raphael's works prevails also in these : religious 
feeling could naturally find no place in them ; but they are 
conceived in a spirit of the purest artlessness, always a proof 
of true moral feeling, and to which a narrow taste alone could 
object. In the execution, indeed, we recognise little of 
Raphael's fine feeling ; the greatest part is by bis scholars, 
after his cartoons, particularly by G. Romano. The nearest 
of the three Graces, in the group before alluded to, appears 
to be by Raphael's own hand.' 

In the same villa, in an adjoining saloon, is a fresco known 
by the name of the * Galatea;' painted 1514. The greater 
part of this is Raphael's own work, and the execution is con- 
sequently much superior to that of the others. It represents 
the goddess of the sea borne over the waves in her shell ; 
tritons and nymphs sport joyously around her ; amorini, dis- 
charging their arrows, appear in the air like an angel-glory. 
The utmost sweetness, the most ardent sense of pleasure 
breathe from this work ; everything lives, feels, vibrates with 
enjoyment. And here again the spectator recognizes that 

* Two chai-ming drawings, nearly six feet long, still exist of the two large 
ccriliog representations, call^ the Feast of the Gods, and tko Marriage of 
Cupid and Psyche. They are slightly coloured, and only partially finished ; 
nevertheless they so far surpass the frescos in beauty, that we are inclined to 
take them for Raphael's own designs. They were for sale in the year 1846. 

* [The heaviness of the forms, the chief defect of these finesoos, may be 
generally attributed to Giulio Romano : the colour, again, is not even that 
of Raphael's scholars, as the whole work was restored and much repainted 
hj Carlo Maratti.— Ed.] 
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perfect purity which is so true an element of beauty ; the 
more so^ since, with the exception of the group to the right 
of the goddess, the pencil has been guided by the master^s 
own hand.' 

There is a series of engravings by scholars of Marc Antonio, 
which represent the history of Psyche, differing from these 
frescos, but also ascribed to Raphael. Vasari names as their 
author the Flemish artist Michael Coxcie, who worked some 
time in Raphael's school. If these designs are not in general 
worthy of Raphael, there are some, and even the greater num-* 
ber of the separate groups, of sufficient beauty to warrant the 
conclusion that the scholiur must occasionally have made use 
of the drawings of the master. 

There are other very charming representations of mytholo* 
gical subjects, though much injured, in the bath-room of Car* 
dinal Bibiena, in the Vatican, above Raphael's Loggie, falsely 
called " il Ritiro di Giulio 11." Seven small pictures are here 
still seen upon the walls, surrounded with charming decora* 
tions, which, together with the small remnants on the ceiling, 
represent the dominion and power of love among the gods. 
These were for the most part designed by Raphael and ex* 
ecuted by his best scholars. The Birth of Venus, for example, 
is of the highest grace ; also Venus and Cupid on dolphins, 
and Cupid complaining to Venus of his wound. The rest are 
chiefly designed by Giulio Romano. On the ceiling is seen 
Cupid triumphing over Pan in mock combat ; and six conquer* 
ing amorini in various festive attitudes, painted on a black 
ground, are on the walls beneath the chief pictures. There 
are repetitions of these designs in the frescos of a villa erected 
on the ruins of the palace of the Caesars, known as the Villa 
Spada (also known as the Villa Santini, Magnani, Mills, &c., 
according to its successive owners). Other mythological 
frescos were formerly in the so-called Villa of Raphael * (also 
Villa Olgiati and Nelli) in the gardens of the Borghese 
palace. The three chief pictures have, however, been recently 
detached from the walls and removed to the Borghese palace. 

* [No early authority speaks of this house ais Raphael's yilla : the decora- 
tions it contained were copied not only from Raphael, but from various 
masters : the building itself now no longer ezist8.-w£D.] 
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The piece representing the Nuptials of Alexander and Roxana 
is from an excellent design of Raphael's, executed probably 
by Perino del Vaga; while the Marriage of Vertumnus 
and Pomona is the composition of one of his scholars. The 
third piece is an imitatitm of a masterly composition by 
Michael Angelo — naked figures darting impetuously through 
the air are aiming their arrows at a statue of Hermes, while 
Cupid lies slumbering by. 

In once more reviewing the immense number of Raphael's 
creations in painting, we must not omit, in addition to them, 
to mention, that he directed the works of St. Peter's, from 
his own plan, from the middle of the year 1514 ; that he had 
executed several other architectural works ; that in the latter 
years of his life he was zealously occupied in superintending 
the exhumation of the monuments of antiquity, and in design- 
ing a restoration of ancient Rome ; that he did not even omit 
to undertake works in sculpture ; and that he died in his 
thirty-seventh year. When we consider these facts, we shall 
be filled with astonishment at the inexhaustible creative power 
of this master — a power never equalled in its perfection. 
Other masters, in their single works, perhaps in a great part 
of them, may claim a place beside him, but in general they 
had not the energy to maintain such unvarying excellence. 
In this respect Raphael, without any exception, is the most 
distinguished of modern artists. And if, even in his case, we 
find some less perfect productions, some occasional tendency 
toward a more superficial manner, this only proves that, great 
as he was, he shared the lot of all that is human. 

Raphael died of a short and violent fever; his delicate 
constitution, wrought to the highest degree of susceptibility 
by the unceasing activity of his mind and body, offered no 
resistance to the violence of the disease. Unutterable was 
the sorrow which filled all classes in Rome, high and low — 
the Pope, the court, the frieuds and scholars of the artist. 
" I cannot believe myself in Rome," writes Count Castiglione, 
" now that my poor Raphael is no longer here." Men re- 
garded his works with religious veneration, as if God had 
revealed himself through Raphael as in former days through 
the prophets. Hi^ lifeless remains were publicly laid out 'on 
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a splendid catafalque, while his last work, the Transfigura- 
tion, was suspended over his head. He was buried in the 
Pantheon, under an altar adorned by a statue of the Holy 
Virgin, a consecration-offering from Raphael himself. Doubts 
having been raised as to the precise spot, a search was made 
in the Pantheon in 1833, and Raphael's bones were found ; 
the situation agreeing exactly with Vasari's description of the 
place of interment. On the 18th of October, in the same 
year, the relics were reinterred in the same spot with great 
solemnities. 



[NOTE ON THE ORIGINAL SITUATION OF THE TAPESTRIES. 

It was nnnecessary to divide the tapestries of the Cappella Sistina into 
two series ; they form in fact but one, and it is of importance to consider 
them in this light, as there is a second series (of which, indeed, the author 
speaks, p. 366), done chiefly from designs by Raphael's scholars. The 
remarks that follow relate to the first entire series alone. 

The general plan of the Sistine Chapel has been already described (p. 200, 
note). The whole area, it was observed, is divided into two unequal parts 
by a white marble balustrade; the larger of these divisions, as in the 
old Basilicas, was appropriated to the presbytery. The frescos by Peni- 
gino and others, on the walls below the windows, but still at a con- 
siderable height from the inlaid pavement, extended entirely round the 
chapel ; the space underneath them was decorated with imitations of em- 
broidered hangings, to represent the costly ornaments of this kind used 
in the ancient Byzantine and Roman churches. These decorations were 
separated at regular intervals by painted pilasters adorned with arabesques. 
Leo the Tenth, soon after his accession, appears to have conceived the plan 
of ornamenting the Presbyterium, or portion of the chapel within the balus- 
trade, with real hangings. Eleven tapestries were accordingly executed under 
his auspices from cartoons by Raphael, and thus restored, in a far more 
perfect form, the ancient splendour of the Christian temples. The tapestries 
were separated, like the painted hangings, by pilasters in the same material, 
adorned with arabesques, and underneath the large subjects were narrower 
compositions in bronze colour, forming an apparent dado or socle. The new 
decorations were confined, as before observed, to the Presljyterium, thus 
giving it a more sacred character than the rest of the ch.apel. 

At the altar was a tapestry representing the Coronation of the Virgin 
(Passavant, ii. 258) ; above it still remained a fresco by Perugino, repre- 
senting the Assumption. On the right (of the spectator, facing the altar), 
and on a line with the former subject, was the tapestry of the Conversion of 
St. Paul, and on the left that of the Calling of St. Peter (Miraccdous Draught 

88 
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of Fishes) ; the fint was under the fresoo of the Birth of Christ, the latter 
under the fresco of the Finding of Moses (p. 200, note). These six subjects 
filled the lower part of the altar wall before Michael Angelo's Last Judgment 
occasioned their removal, in the time of Paul III. On the right wall, neit, 
and at right angles with, the Conrersion of St. Paul, the order of the tapes- 
tries was as fellows :— the Punishment of Elymas, Paul and Barnabas at 
Lystra, Paul preaching at Athens, and the same apostle in prison during the 
earthquake. The last tapestry was much narrower than the rest, owing to 
the occupation of part of the space by the gallery of the choristers. On the 
opposite wall, beginning at right angles firom the Calling of Peter, were 
Christ's Charge to Peter, the Martyrdom of Stephen, Peter and John Healing 
the Lame Man, and the Death of Ananias. The circumstance of the Pope's 
throne being on this side, again compelled a variety in the dimensions of the 
tapestries, and the Martyrdom of Stephen is thus of a much narrower form 
than the rest. These tapestries were copied in the colours of the Cartoons, 
but were more ornamented, the accessories beii^ enriched with gold. The 
bronze-coloured designs tmdemeath partly represented scenes from the life of 
Leo the Tenth. (For the account of the original situation of the tapestries, 
as above described, with the exception of the Coronation of the Virgin, see 
the interesting Essay by the Chevalier Bunsen in the Beschreibung der Stadt 
Rom, vol. ii. book 2, p. 408.) 

It was before observed, that works of art done under the auspices of the 
Church of Rome, for the decoration of her temples, may be generally assumed 
to have reference either to Christ, the Madonna, or the Church. With the 
Acts of the Apostles the history of the Church strictly begins, and Raphael 
selected the Acts of St. Peter, those of the Apostle of the Gentiles, and the 
death of the first martyr, to illustrate the commencement of her power and 
of her sufferings ; the Coronation of the Virgin might be considered the type 
of her triumph. The same conditions must be remembered with r^ai*d to 
the smaller subjects from the life of Len, for to a Romanist they represented 
the history of the reigning successor of St. Peter, and as such were strictly 
analogous. The associations connected with the original destination of works 
of art oi^n add to their interest, or at least explain their intention ; and it 
must be admitted that the associations in this case are peculiarly important 
and striking : it is indeed but doing justice to the painter to be alive to 
them. The subject of the Calling of Peter, as we have seen, was imme- 
diately next the altar : whoever recollects, in the Cartoon, the deep humility 
and devotion in the expression and attitude of~Peter kneeling in the boat 
before Christ, may now also call to mind that, at the distance of a few paces, 
the * Head of the Church * contemplated this scene from the highest of earthly 
thrones. These associations may be easily pursued by comparing the situa- 
tion aiid import of the various subjects. The authority, the miraculous 
powers, the duties, and the sacrifices of the Church, the propagation of the 
faith, persecution, martyrdom — such were the warning and inspiring themes 
which Raphael selected as objects of contemplatioii for the ** successor of 
St. Peter." 

These associations and allusions would of course only be strikingly appa- 
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rent when the works were in their original situations; yet, among the 
merits or recommendations of the Cartoons, may be reckoned their being 
interesting in all places, and to all classes of Christians. But for this cirw 
cumstance, perhaps we should not now possess them, for when the treasures 
of art collected by Charles the First were sold, and such pictures as were 
deemed " superstitious " even ordered to be ** forthwith burnt *' (Journal of 
the Commons, July 23, 1645), the Cartoons would hardly have been repur- 
chased by Cromwell, to whom we are indebted for preserving them to the 
nation, if they could have been considered to come within ^e proscribed 
class. 

With regard to the execution of these works, we have seen that Francesco 
Penni was Raphaers chief assistant. The cooperation of other scholars is 
also to be recognized, yet in almdst all the Cartoons the hand of the master 
is apparent ; most perhaps in the Calling of Peter (the tapestry from which 
was to occupy so important a place), and least in the Paul Preaching at 
Athens, and Christ's Charge to Peter. As designs, they are universally con- 
sidered the finest inventions of Raphael : at the time he was commissioned to 
prepare them, the fame of Michael Augelo's ceiling, in the same chapel ihey 
were destined to adorn, was at its height ; and Raphael, inspired with a noble 
emulation, his practice matured by the execution of several frescos in the 
Vatican, treated these new subjects with an elevation of style not perhaps 
equalled in his former efforts. The highest qualities of these works are 
undoobtedly addressed to the mind as vivid interpretations of the spirit and 
letter of Scripture; but, as examples of Art, they are the most perlect 
expression of that general grandeur of treatment in form, composition, and 
drapery which the Italiai^ masters contemplated from the first, as suited to 
the purposes of religion and the size of the temples destined to receive such 
works. In the Cartoons this greatness of style, not without a due regard to 
variety of character, pervades every figure, and is so strikmg in some of the 
apostles, as to place them on a level with the projects of Michael Angelo.-~ 
Ed.] 
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CHAPTER V. 

THE SCHOLARS AND FOLLOWERS OF RAPHAEL. 

We have already remarked, that Raphael employed a great 
nmnber of scholars and assistants ; these endeavoured to 
acquire his style, and after his death transplanted it into all 
the various parts of Italy from whence they had poured into 
his school. The conquest and pillage of Rome by the French 
in 1527 also contributed to disperse them. But this appro- 
priation of Raphael's qualities by his scholars was a very 
questionable advantage ; for as the style itself was founded 
essentially on his own peculiar feeling for the beautiful, on 
his own peculiar grace, it led to a mere imitation of his 
external forms ; as if the spirit, the pure feeling, of which 
these forms are the expression, would necessarily be trans- 
ferred into the imitation. The works of Raphael's scholars 
are consequently often cold, formal, and insipid ; it is only in 
a few exceptions that an original creative spirit displays itself. 
On the whole, they do not possess the pleasing character of 
Leonardo's school, nor that of the followers of the Venetian 
masters, of whom we shall soon have occasion to speak. 

The most celebrated of Raphael's scholars is Giulio Pippi, 
surnamed Romano (1492-1546). He was an artist of a 
vigorous, daring spirit, gifted with a freedom of hand which 
gave life and animation to the bold and restless creations of 
his fancy. As long as he painted under Raphael, he not only 
imitated the master's touch so closely as to deceive many, but 
adopted, as far as his own individuality allowed, something of 
Raphael's grace and mode of thought in invention. Among 
the paths of art, however, opened by Raphael, it was espe- 
cially that of the antique to which Giulio turned with the 
fondest delight, not only for the choice of his subjects, but 
with a view to make its forms and general style his own. 
But he altogether wanted the grace and purity of his master ; 
and when the death of the latter freed him from lestrsunt, his 
impetuous impulses began by degrees to awaken. At a later 
period, when he left the preeinets and salutary influence of 
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Borne, where the presence of the classic genius seemed to 
control his taste, he soon displayed a wildness and even 
coarseness in which we recognize no trace of the scholar of 
Raphael, except in the most general features of external form. 
His co-operation in Raphael's works has already been fre- 
quently alluded to. 

About the period of the paintings in the Sal a di Costantino, 
Giulio also executed some other frescos of mythical subjects 
in Rome ; those in the Villa Lanti,* which was built from his 
design ; also scenes from the history of Rome, referring to 
Janus, in small, humorous pictures, and a large frieze* in an 
upper saloon of the Famesina (the latter is at least, with 
great probability, ascribed to him) ; both are clever, sterling 
works, distinguished more by power and life than grace and 
delicacy. Some paintings also of a cheerful character, still 
preserved in the Villa Madama, belong to this class. An 
altarpiece by Giulio, painted immediately after Raphael's 
death for S. Stefano in Genoa, and still there, is a more im- 
portant work ; " it represents the martyrdom of the saint. He 
is placed very prominently in the centre of the picture — 
young and beautiful, and victorious over physical suffering — 
illuminated by the celestial light which streams down upon 
him alone. Near him sits the captain of the guards Roman 
soldiers, somewhat more distant, are taking aim, and seem to 
follow each missile with their eyes ; they thus give life and 
truth to this part of the action, without making it the prin- 
cipal point of interest ; this naturally centres in the figure 
and admirable expression of the saint. In the Dresden gallery 
there is a Holy Family, of equal merit, belonging to the 
period when Giulio's independence commenced: the Virgin 
holds the Child, standing in a vase, to wash him ; the little 
St. John playfully pours in the water : the picture has thus a 
character of forward sportiveness ; it is beautifully drawn and 
cleverly painted. The composition has been ascribed to 
Raphael ; but, with all its excellence, it does not correspond 

» Pemtores de la Villa Lante de rinvention de Jules Romain, rec. par les 
fHr«s Piranesl, dess. par Th Piroli. 

* II Fregio di Giulio Romauo dip. nella Famesina, dis. ed inc. da B. 
Pinelli. Roma, 1813. 

» Compare Rumohr, Drei Reisen, etc., p. 304. 
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with the blander feeling of this master. The splendid picture 
above the high altar in S. Maria dell' Anima at Rome — the 
Madonna enthroned with angels and saints, surrounded with 
rich architecture, belongs also to this latter period. This 
was originally painted for the Fugger family at Augsburg, 

Four years after Raphael's death, Giulio was invited to 
Mantua, where he exerted himself greatly as a painter and 
architect. He erected a great number of palaces and churches, 
directed their rich decorations in the style of Raphael's 
Loggie, and adorned them with large frescos ; he assembled 
a great number of scholars around him, who took a share in 
the execution of his works. To his earliest labours belong, as 
it appears, the paintings in the old Ducal Palace in the city ; 
these works unfortunately suffered much in later storms of 
war. In an apartment on the ground-floor in the Uffizio 
della Scalcheria, axe some very beautiful works; in the 
lunettes is represented Diana at the Chase, with very graceful 
and beautiful figures ; in 'these we stiU perceive some remi- 
niscence of Raphael's engaging naivete: an upper saloon of 
the palace was filled by Giulio with frescos froQi the history 
of the Trojan war ; they are very inferior to those just men- 
tioned, and already betray a marked insipidity of mind and 
manner. The artist still further departed from the noble 
spirit of his great master in the numerous frescos in the 
Palazzo del Te, near Mantua : two saloons are especially re- 
markable for the number of paintings they contain ; in one 
he represented the Overthrow of the Giants,* a perfonnance 
in which he has been unadvisedly compared to Michael 
Angelo ; the apartment is coved and oven-shaped, so that all 
sharp corners and angles are avoided : on the arched ceiling 
we look up into the temple of the gods who are assembled 
around; the gods of the winds are introduced in the pen- 
dentives ; the giants are represented on the walls, crushed by 
the weight of rocks and buildings; they are indeed of an 
uncouth size, but destitute of real power. The second chamber 

' ^ Giove che fiilmine li Giganti, rappresentato in pittore da Giaiio Ro- 
mano, ecc. dis. ed int. da Pietro Santi Bartolo, Roma." The execution of 
this apartment was consigned to Rinaldo Mantovano ; bat that he was not 
the designer, as was formerly maintained, is proved by Gaye, in the Eunstbl. 
1838, No. 71, and further. See also Gaye, Cart^g. 2, p. 257. 
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represents the history of Psyche and other love stories of the 
gods ; here, with very few graceful groups, we find an almost 
total indifference to beautiful and noble forms, as well as to 
pure colouring ; and these ^ults cannot be altogether laid to 
the charge of assistants : a coarseness of conception is visible 
.thr6ughout, which, in some of the pictures (that of Olympia, 
for example !), can hardly be carried further. 

Few easel-pictures by Giulio exist. Besides the works of 
his early days already mentioned, there are some beautiful 
large pictures of mythical subjects in the Manfiini Gallery at 
Venice, which contain many graceful features, though the 
general conception is somewhat insipid. In the sacristy of 
St. Peter's at Rome th^-e is a Madonna, half-length figure, 
with the two Children, which belongs to his. earlier and more 
careful period. A Scourging of Christ, in the sacristy of 
S. Prassede at Rome, is more mannered; and a group of 
three almost naked figures is distinguished by an unpleasant 
brick-red colour in the flesh tints. In the gallery of the 
Louvre, Giulio is represented by several very characteristic 
works ; an excellently painted Madonna with both the 
Children, the highly spirited portrait of himself, an admi- 
rable representation of Vespasian and Titus, and a large 
Circumcision of Christ, of many figures, in which the decided 
execution of the painter already degenerates into mannerism. 
Two Madonnas, after a somewhat robust model, with the 
in£stnt Christ in a petulant action, are in the Borghese gallery ; 
a similar picture is in the Colonna palace ; all three are pro- 
bably of his early time. Several pictures of no very great 
merit are in different English collections ; the best is in Lord 
Northwick's gallery in London ; it represents the education 
of Jupiter by Nymphs and Corybantes ; a bold and poetically 
.coaceived scene, in rich river-side landscape of careful execu- 
tion and powerful colouring. 

The numerous scholars formed in Mantua by Giulio fol- 
lowed the unpleasing manner of their master, in some instances 
exaggerating it ; in others, softening it by greater simplicity 
and truth of nature. The most important are, the Mantuans 
Rinaldo and Fermo Guisoni (a clever Crucifixion by the 
latter is in S. Andrea in Mantua) ; and the miniature-painter 
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Giulio Clovio : a very neatly illuminated missal, painted by 
him for Cardinal Farnese, is in the library at Naples ; the 
beautiful bronze-work on the cover is by Benvenuto Cellini. 
The later miniatures also in an Urbino manuscript of Dante, 
now in the library of the Vatican, are the work of Clovio. 
The paltry conceits of the allegories disturb the other- 
wise excellent execution. But among Giulio's scholars, the 
Bolognese Francesco Primaticcio (1490-1570), fonnerly the 
scholar of Innocenzo da Imola and Bagnacavallo, deserves 
especial mention. He executed the numerous stuccos in the 
Palazzo del Te, and was afterwards invited by Francis I. 
into France, where he directed some decorations in the palace 
of Fontainebleau,^ similar to those of Giulio at Mantua, and 
in general in a similar style : the king, as a reward, created 
him Abbot of St. Martin. The figures have generally some- 
thing over slender and affected. Among his few existing 
easel pictures is his " Ulysses returned to Penelope," a work 
of noble character, careful execution, but weak colouring, 
now in the collection at Castle Howard. Francesco's assistant 
and follower in these works was Niccold dell' Abate, who also 
adopted the style of the Raphael school. In his native city, 
Modena, in the Palazzo della Commune, there is a series of 
paintings by him, in a simple, noble style, free from man- 
nerism. A beautiful Adoration of the Shepherds is in the 
Portico de' Leoni at Bologna. The pictures he executed on 
the walls of the Castle of Scandiano, from the -ZEineid,* have 
less merit. In the gallery of Dresden there is a large altar- 
picture by him, representing the Beheading of St. Paul ; it 
is, however, more mannered than the works before referred 
to, and contains besides reminiscences of Corregg^o, conse- 
quently of the school from which Niccol6 had originally pro- 
ceeded. An excellent Rape of Proserpine, in a rich, fan- 
tastically lighted landscape, is in the Stafford House Gallery. 

» The principal work of Primaticcio at Fontainebleau, the Gallery of 
Ulysses, no longer exists. The historical representations are known to us 
by a work, * Les Travaux d'Ulisse peints i Fontainebleau par le Primatice, 
par Theodore van Thulden. 1633.* (58 plates, lightly and spiritedly 
etched.) 

* L' Eneide dl Virgilio dip. in Scandiano dal celebre pitt. Niccold Abati, 
dis. dal Gius. Guizzaidi, inc. dal. Ant. Gajani ecc. Modena, 1821. 
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^ ■ ' 

Another of Raphael's scholars was the Florentine Pierino 
Buonaecorsi, called Perino del Vaga (1500-1547). In 
various collections we find his Madonnas and other subjects 
more or less successful in their imitation of Raphael, but 
without his depth or b^uty. He was endowed, however, 
with a peculiar lightness and facility of production. The 
rapid degeneration of his style is still more striking than in 
Giulio Romano. Beside the above-mentioned works, Perino 
executed, under Raphael's superintendence, or at all events 
from his drawings, the figures of the planets in the great hall 
of the Appartamento Borgia, in the Vatican. After the sack- 
ing of Rome, Perino went to Genoa, and th<»re decorated the 
Doria Palace in a style similar to that adopted by Giulio 
Romano at Mantua ; he embellished it with the richest orna- 
ments, stuccos, and frescos^ the subjects of the latter being 
taken from classic fables and histories. At a later period 
Perino returned to Rome, where he opened a great studio, in 
which, however, nothing but mechanical works were produced^ 
A charming little picture, the rival songs of the Muses and 
the Pierides on Mount Parnassus, is in the Louvre. A 
Nativity, with four saints, of -the year 1534, formerly in 
Cardinal Fesch's gallery at Rome, combines with powerful 
and light treatment a great intrinsic emptiness and feebleness. 
A portrait of Cardinal Pole, in the collection of Lord Spencer 
at Althorp, belongs, on the other hand, like most of the 
portraits of this school, to the best specimens of the master. 
Among the numerous scholars whom he formed at Genoa, 
Lazzaro and Pantaleo Calvi are favourably mentioned. 

Gianfrancesco Penni, surnanied " II Fattore," the brother- 
in-law of Perino, was, with the exception of Giulio, Raphael's 
most confidential scholar. His paintings are rare, as he died 
in early life, eight years after Raphael. In Naples, where 
he resided in his latter years, are some in which we recognize 
an unaffected, but not profodnd, master of the Roman school. 
The lower half of the Coronation of the Virgin, for Monte 
Luce, which he is said to have executed after Raphael's death, 
is scarcely above mediocrity ; the features are expressionless, 
the actions violent, and the colouring cold and muddy. A 
Charity and a Hope, pretty, but unmeaning pictures, have 
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migrated from the Borghese palace to England. Penni left 
one scholar in Naples, Lionardo, sumamed " II Pistoja," a 
Tuscan by birth. This artist, in the early part of his life, 
appears to have formed a style from the influence of Leonardo 
da Vinci's works, and to have afterwards united it with the 
Roman manner ; a Madonna and Child, in the Berlin Museum 
— a picture not destitute of merit — may serve as an example. 
One of Raphael's most distingiiished scholars, Andrea Sab- 
batini, of Salerno (Andrea da Salerno), an artist but little 
known, received his first education in the old school of 
Naples — the school of the Donzelli, Silvestro de' Buoni, &c. 
— and afterwards remained some time in Rome with RaphaeL 
Family affairs soon recalled him to Naples, in 1513, and 
Raphael unwillingly parted with a scholar of so much talent. 
It is probable that tliis artist's short residence in Rome pre* 
served him from the insipidity of manner so common to all 
Raphael's other scholars; it is only in the later works of 
Andrea that the degenerate Roman manner is perceptible, 
when other Roman influences (that of Penni among the rest) 
had given a new direction to Neapolitan Art. Andrea's 
works are alnM)6t unknown out of Naples : the Museo Borbo- 
nico and the churches of that city contain a great number. 
His earlier works are of the old Neapolitan school ; in others 
the artist strikingly resembles Raphael in his youthful Floren- 
tine period. Among these are two extremely beautiful little 
pictures in the Museum of Naples, from the history of S. 
Placido. There exist also several highly finished works, 
evincing a noble, refined feeling, and which are distinguished 
by their beautiful drawing, and light but warm colouring. 
The best is an Ad(»ration of the Kings, also in the Museo 
Borbonico. Hb later works, as before observed, are more 
superficial ; but they too are excellent in some portions, par- 
ticularly in the heads. These works, however, seem to have 
formed the style of his scholars and followers, amongst whom 
Francesco Santafede, and his son Fabrizio, are fitvourably 
distinguished. There are many works by them in Ns^plee 
not altogether without merit. Giambemardo Lama, a con* 
temporary of Andrea, and also from the old Neapolitan 
school, belongs to the same class. These last-mentioned 
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pamters, whoae style may be chieflj examined in the Studj 
gallery, oombiiie with a mannered but careful execution, an 
inward simplicity and unpretending beauty surprising to find 
in the middle of the sixteenth century. 

Besides Penni and Andrea da Salerno, a third scholar of 
Raphael exercised an important influence on Neapolitan Art 
— Polidoro Caldara (Polidoro da Caravaggio), originally a 
nuiaon anployed in the works of the Vatican. His pre- 
(iominant talent for painting was developed only at a late 
period ; it is said that^ he and Maturino of Florence embel* 
Hshed the exterior of several palaces in Rome with paintings 
in chiaroscuro ; ^ these are chiefly friezes with* subjects from 
ancient history and mythology. The little that has been 
preserved of them, as well as the still existing cqpies and 
designs (for instance a beautiful drawing in brown of the 
history of the Niobe in the Corsini palace), di^lay a most 
decided tendency to the later Eaphaelesque style. The study 
of the antique is here united to picturesqueness of efiSect with 
masterly freedom, while the mann^ism which undermined the 
school of Raphael is stiil subdued by a great freshness of 
power. In Polidoro's few easel pictures also of this time, 
£oT instance, in a scene from the history of Psyche, in the 
Louvre, we still trace beautiful reminiscences of Raphael's 
elevation of character. His later works executed in Naples 
and Messina show a totally different style. The mannered 
idealism of his Roman contaoaporaries is here replaced by a 
gaudy and somewhat unpleasant naturalism, which, though 
hitherto kept down by the noble examples around him, may 
be considered as the original tendency of this painter. At 
the same time, even in this representation of common nature 
he evinces much power, life, and passion, being the first to 
suggest that style which afterwards became the basis of the 
Neapolitan school. His principal work — Christ bearing his 
Cross, painted in Messina, is now, with a number of smaller 

* See engravings, * Opere di Polidoro da Caravaggio dis. ed int. da Gio. 
Bapt. GalestnizzI/ Roma, 1 653. The frieze of the Caa& Gaddi is engraved 
by Sonti Bartoii. The technical process of this chiaroscuro is well known. 
The wall is painted with a dark colour, and a lighter one laid over it ; find 
then the design scratched into it with a pointed insti'uroenti so that the dark 
lower colour is seen through tht lines. 
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pictures of sacred subjects, in the Studj Grallery at Naples. 
It is a highly animated, and, despite the meanness of the 
forms, imposing composition, of gloomy, brown colouring, 
like most of Polidoro's later works. A similarly treated 
Adoration of the Shepherds, of his late time, is in the pos- 
session of Dr. Carove at Frankfort, also a portrait of the 
master. 

Many artists from the Bolognese school of Francia entered 
into that of Raphael, as Andrea da Salerno had entered it 
from an older Neapolitan school ; they generally acquired a 
pleasing manner, but always retained, in a greater or less 
d^ree, the direction of their earlier teacher. Of these may 
be named Timoteo della Vite, or Viti (1470-1523). like 
Raphael, he was born at Urbino, and returned there after a 
comparatively short residence in Rome. There is an extremely 
pleasing picture of his earlier time, before he joined Raphael, 
in the Gallery of the Brera at Milan ; it represents a 
Madonna with an angel and two saints^ in a landscape. The 
heads recall Francia and Perugino. A S. Appollonia, in the 
church of S. Trinitk at Urbino, is cold and drj'. Two bishops 
with donors, in the sacristy of the cathedral (1504), and 
a Holy Family in the oratory of S. Giuseppe in the same 
town, are not much more attractive. Later, under Raphael's 
influence, ^e partook slightly of his grace, without entirely 
abandoning the Umbrian manner. To this period belongs 
an excessively attractive picture in the Gallery at Bologna : 
it represents a Magdalen ; she stands in a cave, clothed in a 
red mantle ; her hair flows to her feet, as she leans her head 
gracefully towards her left shoulder. The picture, though in 
the old manner, is extremely well executed ; the drapery falls 
in large and beautiful folds ; the painting is soft and warm, 
and the expression of the coimtenance full of feeling. Another 
early picture, in the Brera at Milan, representing the Con- 
ception of the Virgin, with several figures of saints, though 
beautifully drawn, has a certain afiectation, and that cold, 
silver-grey colouring which occurs often in his works. The 
same may be said of the altarpiece in S. Angelo at Cagli, 
representing the risen Saviour with the Marys, and several 
saints. Some fresco paintings in the little church of S. Gate- 
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rina di Siena at Rome are ascribed to him, but these are 
much injured, and only show the general type of the Roman 
school; otherwise, Timoteo's works are very rare. In the 
Berlin Museum there is a Madonna enthroned, with several 
children and two saints, now assigned to him, though formerly, 
from a Mse inscription, ascribed to Giovanni Santi; also a 
little St. Jerome in the Wilderness. Timoteo was also dis- 
tinguished as a miniature painter. 

A second artist from Francia's school was Bartolommeo 
Ramenghi, called Bagnacavallo from his birthplace. He 
afterwards returned to Bologna, and transplanted the style 
of the Roman school to that city ; his pictures also are rare 
in galleries. Bagnacavallo displays a steady aim at grandeur 
and freedom of conception, while the foundation of simplicity 
of representation which he laid in Francia's school preserved 
him from the scattered and affected manner of RaphaePs other 
scholars. He was deficient, however, in that inward power 
which was necessary to animate the grand forms he preferred, 
and his works convey the impression of something con- 
ventional and borrowed, gleanings apparently from Francia 
and Raphael. In S. Maria della Pace at Rome there are the 
colossal figures of a prophet and a saint in armour in fresco 
by his hand : there is something studied, however, in the large 
treatment of the forms. In the Gallery of Bologna there is a 
Holy Family surrounded by saints, not powerfully painted, 
but pleasing in expression. In the Gallery of Dresden a 
Madonna, in a glory with four male saints, bears his name — 
a picture of great and energetic expression. In another large 
picture of several saints, in the Berlin Museum, the former 
pupil of Francia is easily to be recognized, particularly in the 
expression of the heads. There is also a mannered though 
animated sketch of a troop of warriors before a city, ascribed 
to him, in the Colonna Palace at Rome ; and in the Solly 
collection a Madonna with angels and saints of noble character 
and excellent execution. Biagio Pupini was an assistant of 
Bagnacavallo in Rome, and in his later works in Bologna.^ 

A third scholar of Francia, Innocenzo Francucci da Imola, 

^ P. Giordani, suUe Pitture d' Innocenzo Francucci da Imola. Milano 
1819. 
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did not indeed reside in Rome, and remained but a siiort tmie 
in Florence (with Mariotto Albertindli) after he had left his 
master's school, yet he became one of Raphael'tf most zealous 
followers; he has even repeated whole %ureR from thai 
master's works into his own compositions. In the Gallery of 
Bologna, for example, there b a large altar-picture, formerly 
in S. Micbele in Bosco, into which he has copM the Archimgel 
Michael from Raphael in an indifferent style, and he has in- 
judiciously placed close to this figure, which deseeds in 
impetuous iight, two saints, standing in tranquil attitudes. 
Horering beside the Madonna are angek, also cq^ned from 
Raphael's <^ Di^mta." An extr»nely well paired Holy 
Family, transferred to the Gallery of Bologna from the 
church of Corpus Domini, is more important than this cde- 
brated picture ; the composition is full of life, and suffid^tly 
resembles Rajdiaers style. One of his best pictures is in the 
Cathedral of Faenza. A pleasing Madonna with saints, of 
the year 1527, is also in the Solly collection in London. 
The Berlin Museum also contains a graceful picture by In- 
nocenzo, but in this instance again the Madonna ei^hroned 
on clouds is an imitation of Raphael's Madonna di Fuligno : 
the expression of the saints below is thou^tful and noble. 
His small Madonnas and Holy Families are not unfrequent in 
galleries ; they are in general eaSik recogmzed by the com- 
fKwition, in the style of the Roman ^^^ and by the Francia- 
like expression of the heads. Two^l^itt the Borghese 
Palace at Rome. 

To these artists may be added GiroIam^lF^<*«^ ^* 
Cotignola, who was formed in Francia's schooL jP* painted 
for a long tune in the old style. To this port^ A ^ ^ 
belongs a Coronation of the Virgin, with anffels ur.f\> »«»*» 
iu fxxmt, in the Berlin Museum; a piZe'cf^S"^"' 
arrangement, but of great sweetness in the heads rT\ 
this painter came to Rome and adopted the stvlo^T ^ 
valent. A Madonna with kneeling monks, excjwtll ^ 
and with admin^We heads, is in the LlirSr"'' 
Madonna m the clouds, with a Conversation of &d!!"^, ^ 
animated and of powerful effect, is in the SoUy colW.- " 

Primaticcin and P*.llo«..;«^ rp.. ^, ,, ,^ „ ^ ^-^uectio 



Primaticcio and Pellegrino Tibaldi (PeUegrino Pell? 



egrini) 
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were scholars of Bagnacavallo and Innocenzo da Imola : the 
former we have seen employed in France, and with Giulio 
Bomano; the latter went to Spain, and transplanted the 
Roman manner into that country. His paintings, which 
occur but rarely in Italy, are distinguished by an unaffected 
grace and the expression of earnest feeHng: the Marriage of 
St. Catherine, in the Gallery of Bologna, is an example ; and 
in the same style is a St. Cecilia with two angels playing on 
musical instruments, half-figures, in the Belvedere Gallery at 
Vienna.^ The frescos ctf the Remigius chapel in S. Luigi de' 
Francesi at Rome are mofe mannered. 

From the cdd school of Ferrara, JBenvemtto Tisio (sur- 
named Garofalo from his native city) passed into that of 
Raphael ; he was for some lime a scholar of Lorenzo Costa, 
but appears to have imbibed little of that master's manner ; 
fats style is more that of the Ferrarese school, as we see it in 
the works of Lodovico Mazzolini in its highest perfection : in 
Garofalo it is to foe traced in a rather fantastic mode <^ con- 
ception, and in a peculiarly abrupt and vivid colouring never 
wholly laid aside even af^ he had adopted the Roman 
mann^ and somewhat modified his colouring. The most con- 
siderable works of his later time are not always the most 
attractive. There is an empty ideality <^ expression and a 
deficiency <^ making out in his lai^ figures which the most 
'brilliant execution cannot conceal : with his numerous works 
also there is a certain monotony. Smaller easel-pictures, 
which are the best specimens of Garofalo's powers, occur 
firequently in galleries, especially in Rome, in the Borghese 
Palace and other collections. Of his large compositions the 
mo9t cdebrated are the Entombment in the Borghese Palace, 
executed carefully and with a good understanding of effect. 
Another of similar arrangement, but with more repose and 
intenaty, is in the Studj Gallery at Naples. A Salutation of 
the Virgin is in the Doria Gallery at Rome; an Adora* 
tion of the Child, who is lying on the earth, is in the Mime 

< [Tibaldi might rather be classed with the followers of Michael Angelo ; 
for if he was at first a scholar of Bagnacavallo (which is not certain), he 
never ceased to aim at the manner of Michael Angelo after having studied in 
the Cappella Sistina at Home. The Caracci called him " il Michelagnc^ 
riformato." — Ed.] 
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collection. A Madonna in clouds, with a Santa Conversazione 
below beautifully painted, but, excepting the principal figure, 
unmeaning in expression, is in the Academy at Venice; 
and another admirable Madonna with saints is in the National 
Gallery in London. In his works at Ferrara, painted after 
his return, the Roman style predominates. In S. Francesco 
at Ferrara there are several of his large altar-pictures, some 
of great merit, and, among others, .a fresco representi^ig 
" Christ Betrayed." In S. Andrea also, at Ferrara, there is 
a large work by Garofalo over the high altar. A large 
fresco belonging to the refectory of the same church has 
been lately taken down and removed to the public gallery ; 
it represents the triumph of the New Testament over the Old 
in a strange allegory. Some school pictures by the master 
are also there. 

Contemporary with Garofalo, the brothers Giovan Battista 
Dossi, and the more celebrated Dosso Dossi (died 1560), 
flourished at Ferrara. They also passed some time in Rome, 
but not till after Raphael's death. Their works display a 
Venetian influence, in the style of Giorgione, as well as the 
fundamental style of the Ferrara school. The distinctive 
peculiarities of Dosso Dossi are not fully shown in his altar- 
pieces ; these are stately representations of great decision and 
richness, in the style of Garofalo : for instance, several pictures 
in the Dresden Gallery, among which the Four Fathers of 
the Church, with the Glory of the Virgin, and the First 
Person of the Trinity, are of the highest merit. The picture 
of the Four Fathers of the Church, in the Berlin Gallery, is 
of weaker character. The attainments of Dosso Dossi are 
seen in another aspect in his favourite mythological and 
fantastic subjects. A somewhat stiff and probably early pic- 
ture of this kind is the so-called Bacchanal in the Pitti palace 
at Florence — a motley carnival group of ladies and gentlemen ; 
some of them half-naked are pressing round a table on which 
lie masks, musical instruments, &c. If the composition appear 
to be studied and overcrowded here, we see him, on the other 
hand, in his " Circe " (in the Borghese Gallery) indulging 
in the freest naivete of expression. The Enchantress, a form 
of pleasing individuality, and clad in a purple and gold 
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robe of state, with a rich turban, is seated in a beautiful 
forest landscape. The successful exertion of her magic art 
is expressed in her confident and triumphant action : she 
holds in her right hand a tablet with necromantic signs ; at her 
feet is a magic circle, a coat of mail, a dog, and two birds ; 
near her are several little hags bound to a tree ; at a distance 
are three knights bivouacking on the g^rass. A wild and 
night-like fiincy is shown in that picture in the Dresden 
Grallery, called '* the Dream." In his later years (after 1554) 
Dosso Dossi, assisted by his brother, painted several apart- 
ments of the ducal palace at Ferrara. In the Aurora Saloon 
several of the mythological ceiling subjects are still preserved 
—Aurora on her Car, Apollo on his, &c. In the long saloon 
there is a ceiling, also an excellent frieze with bacchanals 
and other antique scenes ; similar subjects are in the saloon 
^^ del gran Consiglio." In a small room is a bacchanalian 
scene, treated more as a landscape, in which Titian assisted ; 
it is now much ruined. Many features in these works recall 
the tendency of Giulio Romano, nor do we fail to trace with 
much that is excellent a certain conventionality and hardness.' 

Two fantastic landscapes by the hand of Giambattista 
Dossi, in the style of his Netherlandish contemporaries, are 
in the Borghese palace at Rome ; the one represents a dis- 
tinguished company encamped upon the shore, the other, 
demons in a wilderness, probably after the example of Jerome 
Bosch, or some such kindred mind. 

A similar tendency to the style of Garofalo is displayed by 
other Ferrarese masters of the time — Giambattista Benvenuti, 
called L' Ortolano (or market-gardener, after his father's way 
of life), and Caligarino (so called because he was originally a 
shoemiaker, and, as it is said, became a painter from a remark 
of Dosso Dossi's, that the boots he had made him fitted as if 
painted). Some good pictures by the first of these two 
painters are in the Berlin Museum.* 

We now return to Raphael's own school, where we still 

» See Kunstbl. 1841, No. 74. 

* Here we must again mention Lodoyico Mazzolino, whose artistic activity 
held a parallel course to that pursued by the Ferrarese followers of Kaphael ; 
and who perhaps, in his later pictures, adopted something of Garofalo's 
manner. 
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find some artists who deserve attention, especially Giovanni 
da Udine, who assisted Eaphael in the arabesques of the 
Loggie, and in other decorative works. Giovanni was par- 
ticularly distinguished in representations of fruit, animals, 
birds, and still life of all kinds ; he painted them so naturally, 
that a stable-boy, who sought in haste for a carpet to spread 
for the Pope, ran to the Loggie to take a painted one from 
the wall. The beautiful decorative paintings in the first 
arcade in the first story of the Loggie of the Vatican, and 
the pleasing frieze with children playing, in an apartment of 
the Villa Madama at Eome, are among Giovanni's more 
independent works. After the sacking of Rome, Giovanni 
was employed in many other parts of Italy. In his old age 
he returned to Udine.* We must mention here an excellent 
picture in the Academy at Venice, ascribed to his youth, 
which tends to prove that he was already a distinguished 
scholar of the Venetian school when he came to Eaphael: 
it represents Christ among the Doctors, with the Four 
Fathers of the Church in front ; a quiet and beautiful com- 
position, with the deepest expression of surprise, conviction, 
and inspiration. 

Other scholars of Eaphael were Pellegrino da Modena, of 
whom little certain is preserved ; Tommaso Vincidore of 
Bologna (the Thomas Polonius of Albert Diirer's Journal) ; 
Vincenzio di S. Gimignano, who, assisted by a painter of 
the name of Schizzone, painted facades of palaces in the 
style of Polidoro ; and Jacomone di Faenza, an artist of no 
repute. The two Milanese, Gaudenzio Ferrari and Cesare 
da Sesto, have been already mentioned. The companions of 
Raphael in Perugino's school, Alfani and Adone Doni, after- 
wards adopted the Roman style. Some northern artists also 
formed themselves under Raphael, such as the Flemish 
painter Michael Coxcie, who endeavoured to imbibe the style 
of the great artist, and afterwards practised it in his native 
country ; Georg Pens, originally a scholar of Albert Durer, 
&c. To conclude, we must not omit the influence which 

^ [There is a ceiliDg in the Archbishop's palace at Udine painted by 
Gioyanni in the style of the I-oggie of the Vatican : the artist's house, deco- 
rated with stucco ornaments and %ures in relief, also exists. — Ed.] 
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Eaphael exercised on the art of engraving. In this depart- 
ment, Marcantonio Raimondi, or Marco del Francia, of 
Bologna, is particularly distinguished J: he received his first 
instructions in the art of niello from Francesco Francia, then 
turned his attention to engraving, and began by copying his 
master's works ; he then imitated Mantegna, afterwards Albert 
Durer, and perfected himself in drawing under Eaphael, who 
distinguished him with his favour, and allowed him to engrave 
his drawings. Marcantonio also engraved after Michael 
Angelo, Giulio Romano, &c., in like manner fix)m their own 
drawings. Two of his scholars assisted him in engraving 
after Raphael — Agostino Veneziano and Marco Ravignano : 
thus the art of engraving reached a high degree of perfection 
soon after its commencement in the studio of Raphael, through 
Marcantonio and his followers. In all that regards drawing 
and precision of outline, the engravings of this time have 
never been surpassed by later productions, though inferior in 
delicacy of modelling, gradation of tones, and other picturesque 
eflPects which are now required. The highest importance of 
this engraving school consisted in its having been so im- 
mediately under Raphael's influence, and so acted upon by his 
spirit, that it was able to render his style, even where, as in 
many cases, only a slight drawing served as a model and the 
accessories were left to them to complete in the spirit of the 
great master. Thus it happened that in the hands of such 
artists even the works of other painters acquired a Raphael- 
esque stamp. The spread of Raphael's fame, and the supre- 
macy of his style, is owing in no slight measure to their 
engravings. 



CHAPTER VI. 

MASTERS OF SIENA AND VERONA. 

We have already mentioned how the school of Siena, deeply 
as it had declined in the fifteenth century, sought to renew its 
powers at the congenial source of the Umbrian school. This 
attempt was successfiiUy made by several painters in the 
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412 MASTERS OF THE SIXTEENTH CENTURY. Book V. 

beginning of the sixteenth century, and especially by Jacopo 
Pacchiorotto (see p. 267). It required, however, the influ- 
ence of a master in whom every artistic quality belonging 
to the time should be united, to raise Sienese art to the high 
standard of the sixteenth century; and such a master ap- 
peared in the person of the Lombard Gianantonio Razzi — 
born about 1480, died 1549 — ^who was one of the most 
attractive painters of his time. Bazzi was a native of Ver- 
ceUi, and appears to have been formed under Leonardo da 
Vinci; he afterwards settled in Siena, of which place he 
became a citizen. In his figures, particularly of women, 
he resembles Leonardo ; they unite grace, tenderness, and 
sweetness with an earnestness and fervour not to be found 
perhaps in any other artist. Had the sentiment of beauty 
been more fixed in his mind, had his drawing and grouping 
been more correct, he would have been one of the firet artists 
of any time. The earliest known works of Eazzi (about 
1502) are the twenty-six well-preserved frescoes representing 
the history of St. Benedict, in the convent of S. Uliveto 
Maggiore (not far ftom the high road between Siena and 
Rome), where Luca Signorelli had already executed some 
works.^ Here he appears severe, and evidently aims at indi- 
viduality of character. Soon after this he painted the Miracle 
of the Loaves and Fishes, in the refectory of the neighbouring 
convent of S. Anna, a work which is also in a good state of 
preservation. At a later period he was employed by Julius II. 
in Rome. His \yjorks in the Vatican, with the exception of 
some arabesques and ornaments on the ceilings, were soon 
effaced, to make way for Raphael. A few of his pictures are 
preserved in the Farnesina, where he painted the Marriage 
of Alexander with Roxana, and Alexander in the Tent 
of Darius, in an apartment of the upper story. Here we 
see tiie most attractive and graceful female forms, although 
many of the details betray a want of practical skill and 
experience. 

Razzi appears more important in his later works ; his best 
work is at Siena, in S. Domenico, in the chapel of S. Caterina 
da Siena. On the altar-wall he has represented, on one side, 
[} Rumolir Ital. Forsch. vol. ii., p. 387.— En.] 
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St. Catherine in ecstasy ; God the Father, with the Madonna 
and the infent Christ, appear to her, with several inexpressibly- 
beautiful angels ; on the other side of the altar the saint is 
represented fainting, supported by nuns, while Christ appears 
above. This is a very masterly picture ; the pathetic expres- 
sion of the figure and countenance is wonderfully beautiful. 
A third picture on a side wall is not remarkable as a com- 
position, but excellent in the single figures. 

Razzi executed another work of great merit in conjunction 
with Pacchiarotto (see p. 267) and another Sienese, Becca- 
fumi, in the oratory of the brotherhood of St. Bernardino : 
here the history of the Virgin is represented in figures larger 
than life in several pictures, divided by light pilasters ; the 
greater part is Eazzi's ; his spirit pervades the whole, and 
even raises the works of his fellow-labourers to its own 
peculiar sphere. The best of these works are the Visit of 
Mary to Elizabeth, and the Assumption. There are also 
frescos by Razzi in the public palace, and altarpieces in 
different churches of Siena : for example, a Deposition from 
the Cross, of the year 1513, in S. Francesco ; some frescos in 
S. Spirito ; an Adoration of the Kings in S. Agostino ; with 
other works on private houses and on the town gates of 
S. Viene. Otherwise his works are not frequently met with 
in collections, and for this reason he is far less known than 
he deserves. In Florence there are excellent works by him ; 
for example, a St. Sebastian, in the Uffizj, a figure drawn in 
the noblest proportions, though very severe in colouring : in 
this last respect it is an exception to his general style, for a 
soft and warm tone is one of the characteristic beauties of his 
works ; the expression of grief in the countenance is of the 
most touching beauty. A Resurrection in the Studj gallery 
at Naples is distinguished by the beautiful forms of the 
angels, and by a highly animated expression. A portrait of 
Lucretia, painted for Agostino Chigi, of very beautiful form, 
worthy even of Raphael, is now in the possession of the 
Hanoverian minister at Rome, M. Comthur v. Kestner. A 
Scourging of Christ, transposed from the wall to canvas, is in 
the Academy at Siena. An excellent Sacrifice of Abraham 
is in the chapel of the Campo Santo at Pisa. A Dead Christ, 
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surrounded by his disciples, somewhat coarsely executed, but 
of a grand character, in the Berlin Museum, and a charming 
and excellently painted Madonna in the Borghese Palace at 
Borne, are both ascribed to Razzi. 

Michael Anselmi (sumamed Michelangelo da Siena) and 
Bartolommeo Neroni, who commonly bore the name of 
Maestro Riccio, were scholars of Eazzi. Two large paint- 
ings by the latter, in the Sienese Academy, already show the 
influence of the Florentine manner, and remind us but little 
of his first instructor. Domenico Becca^mi (sumamed Mec- 
cherino) has been mentioned as having been employed with 
Bazzi in the oratory of S. Bernardino: in those works he 
approaches to the noble, simple grace of his master : in the 
Sienese Academy there is a grand and beautiful altar-picture 
by him. In his latter works, however, he is more mechanical, 
and only retains the beautiful external forms he had learned 
in Florence ; but as his colours are always clear and lasting, 
his pictures (some of which are preserved in the public palace 
in Siena) produce at least an agreeable effect on the eye. 
One of the most interesting of his later works is the pavement 
of the choir of the Duomo at Siena, which is formed of a 
mosaic of bright and dark marbles, with lines of shading in 
the style of niello. Older works of this kind, which are quite 
peculiar to thb cathedral, are merely drawn, in a manner re- 
sembling niello. 

This series of the Sienese artists closes with Baldassare 
Peruzzi (1481-1536), one of the best modem architects, and 
who, as such, fills an important place in the history of archi- 
tecture; he also deserves honourable mention as a painter. 
His progress is similar in development to that of his Sienese 
contemporaries ; for example, there are paintings by him on 
the ceiling of the saloon of the Famesina (in which Raphael 
painted his " Galatea "), which rather lean to the early style 
of the fifteenth century, but contain some graceful and in- 
teresting details. The paintings which he executed on the 
walls of the tribune in S. Onofrio in Rome, below the paint- 
ings of Pinturicchio in the semi-dome, are more important, 
yet still in the old style ; they represent a Madonna enthroned 
with saints — on one side the Adoration of the Kings, on the 
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Other the Flight into Egypt — and contain very graceful heads. 
A standing figure of Charity, with three children, of severe 
beauty, is in the Berlin Museum. At a later period Peruzzi 
adopted the Roman style, but sacrificed, in his eflPorts after 
external beauty of form, the artless grace which distinguished 
his early works. His principal work at this time is a picture 
in the little church Fonte Giusta at Siena — a Sibyl announcing 
the birth of Christ to Augustus. The figure of the sibyl is 
not without grandeur, but the effect of the whole is cold. 
An altarpiece in S. Maria della Pace at Rome (the first chapel 
on the left), and a Presentation of the Virgin (in the same 
church), in which the architectural portions are the chief 
features in the picture, are of inferior value. An Adoration 
of the Kings, in the Bridgewater Gallery in London, is of in- 
different merit in the heads, and, as in Peruzzi 's later manner, 
fantastic in the costumes.^ Peruzzi was also distinguished in 
architectural decorative painting ; the Farnesina (in Rome), 
which was built by him, contained beautiful examples of this 
style, but the decorations of an apartment in the second story 
are all that remain. The beautiful ornaments of the exterior, 
executed in green, have disappeared ; and this graceful 
building, once so much admired, now makes but a poor 
appearance. 

The Veronese Gianfrancesco Carotto (about 1470-1546) 
may be compared to Razzi in the general tendency of his 
style, and the success with which he followed it up ; like the 
Sienese painter, too, he is less known than he deserves. Out 
of Verona his works are very rare ; but in the churches of 
that city, as well as in the Palazzo del Consiglio, there are 
ample materials from which an idea may be formed of his 
merit. He was educated in the school of Andrea Mantegna, 
but has little in common with him ; he inclines much more to 
the manner of Leonardo, and must have derived his peculiar 
taste from the influence of that master : in his later works, 
however, there is an evident approach to Raphael's style ; 
and in this instance, fortunately, it has not produced the in- 

* [Another picture of this subject, ascribed to Peruzzi, as well as a corre- 
sponding drawing, is in the National Gallery. Respecting a painting of the 
same composition by Girolamo da Trevigi, see Vasari, Life of Peruzzi. — ^Ed.] 
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jurious effects of which we have already given so many 
examples. 

In his early works Carotto appears constrained, and leans 
to the older manner, particularly that of Girolamo dai Libri ; 
his best and maturest characteristics are seen in his works in 
the Cappella degli Spolverini, in S. Eufemia at Verona. In 
the middle picture of the altar are represented the three arch- 
angels, in the side panels two female saints ; the expression 
in the heads of the angels is extremely mild and noble — that 
of St. Michael especially has an almost celestial purity : the 
upper portions of the figures are very beautiful, the lower 
limbs are less perfect. The two female saints have more of 
a statue-like severity, and are cold in expression. On the 
side wall Carotto painted the History of Tobias : of these 
excellent pictures the lower one is especially graceful ; the 
mother of Tobias embraces her daughter-in-law, while Tobias 
himself heals the eyes of his blind father. These frescoes are, 
alas ! in some parts painted over and much injured. 

The warm and well-blended colouring of Carotto forms a 
peculiar contrast to the severe style of his drawing. 



CHAPTER VII. 

CORREGGIO AND HIS SCHOLARS. 

Antonio Allegri,* sumamed " Corr^gio" from his birth- 
place, was born in 1494 and died in 1534 ; he probably 
received his first instructions in the school of Mant^na, that 
is, from Francesco Mantegna, for Andrea died in 1506. It 
is also ascertained that Francesco Bianchi Ferrari, belonging 
to the old Lombard school (see p. 231), was his teacher.* 

^ See Gius. Ratti, Notizie storiche sincere intorao la vita ed opere di An- 
tonio Allegri da Correggio, Finale 1781. Pungileoni, Memorie istoriche di 
Ant. Allegri, detto il Correggio : Parma, 1817. Outlines in Landon, Vies 
et (Euvres, etc.; Corre'ge. See also tiie German translation of Vasari, 
vol. iii. part ii, p. 60. Correggio's poverty is probably much exaggerated : 
the well-known anecdote of his death is a fable. Vasari is, however, pro- 
bably correct in 8a3ring that Correggio was never in Rome. 

* See Waagen*s Paris, p. 420. 
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The works of Leonardo da Vinci, however, and his school 
appear to have exercised a more important influence on him, 
though only as a preparation for that manner which he after- 
wards formed for himself. 

Correggio is distinguished by a subjective mode of con- 
ception, of that kind which may perhaps be best defined by 
the word sensibility, but which is not to be confounded with 
the false, lachrymose sensibility which has become so much 
the fashion in modem times : it is rather susceptibility, the 
highly- wrought capacity to feel, the liveliness of the affections, 
which are the pervading characteristics of Correggio's works. 
These qualities lead to a peculiar treatment and choice of 
subjects. In his compositions all is life and motion, even in 
subjects that seem to prescribe a solemn repose, such as 
simple altar-pictures. All his figures express the overflowing 
consciousness of life, the impulse of love and pleasure ; he 
delights to represent the buoyant glee of childhood — the 
bliss of earthly, the fervour of heavenly love ; seldom does 
sorrow intrude into his world of joy, but it is so much 
the deeper from the artist's vivid capacity for the opposite 
feeling. 

In the works of Correggio there is, on the whole, little 
display of beautiful forms ; the movements of his figures, 
which unceasingly produce the most varied foreshortening, 
are obviously opposed to it. So decided is his taste for these 
perspective appearances, that even a Madonna, seated in 
divine tranquillity on her throne, is represented by him as if 
seen from underneath, so that in the drawing her knees 
appear almost to touch her breast. But, instead of form, 
another element of beauty predominates in Correggio — that 
of chiaroscuro, that peculiar play of light and shade which 
spreads such an harmonious repose over his works. Hb com- 
mand over this element is founded on that delicacy of per- 
ception, that quickness of feeling, which is alive to every 
lighter play of form, and is thus enabled to reproduce it in 
exquisite modelling, Correggio knew how to anatomize light 
and shade in endless gradation ; to give the greatest brilliancy 
without dazzling, the deepest shade without offending the eye 
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by dull blackness. The relation of colours is observed with 
the same masterly skill, so that each appears in itself subdued^ 
yet powerful in relation to others. But while Corr^gio at- 
tained one of the highest summits of modem art, it is to be 
observed, that this his peculiar excellence (as in the instance 
of Michael Angelo) leads him into many an exaggeration, 
and exposes him to criticism for many an error in drawing ; 
and, what is far worse, that his expression of the passions 
borders not unfrequently on a£Pectation.^ 

At the same time Correggio may be justly admitted as a 
worthy competitor with the three great masters of the Flo- 
rentine and Roman schools. Not so, however, if we declare 
the higher elements of beauty and dignity, of ideal grandeur 
of form and of intensity of expression, to be not only the 
principal, but the exclusive objects of art, for in these respects, 
especially when compared with Raphael, Correggio was often 
deficient or mannered ; but granting him to be thus far im- 
measurably inferior to these masters, it must still be re- 
membered that in his own peculiar sphere he attained such 
greatness and freedom, that no position short of the highest 
can be assigned to him. He completed what was deficient, 
even in that redundantly rich period of art, by venturing to 
depict, as it were, the very pulses of life in every variety of 
emotion and excitement, till, in the luxuriance of his ardent 
representations, the beauties and the faults, the high poetry 
and the low earthliness of his productions are indissolubly 
united. 

Of the early works of Correggio few can be named with 
precision, except the large altarpiece, now in the Dresden 
Gallery, which he painted about 1512 for the Franciscan 
convent at Carpi: it represents a Madonna enthroned; on 
the left are St. Francis and St. Anthony of Padua ; on the 
right, St. John the Baptist and St. Catherine. There is 
more repose and simplicity in this picture than in his later 
works : in the heads, particularly that of St. John, there are 
reminiscences, not to be mistaken, of the forms peculiar to 

^ There is an excellent and characteristic accQunt of Corr^gio by Herr v. 
Quandt, in his translation of Lanzi's History of Painting in Italy, ii. 319, 
note 36. 
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Leonardo and his school. At the same time a certain con- 
straint is apparent, especially in the exjMressions ; while the 
execution is remarkable for great softness and a peculiar 
fusion of the tints, which a£Pord sufficient evidence that con- 
siderable but now unknown works had been done at a still 
earlier period. As an example of these we may mention a 
picture with the figures of four saints — St. Peter, St. Mar- 
garet, the Magdalen, and St. Anthony of Padua — as large as 
life, now in the collection of Lord Ashburton at London,* 
which in severity of composition, in depth of colour, and in 
style of expression, much corresponds with the above-mentioned 
picture. At all events it is evident that in earliness of ex- 
cellence Correggio surpassed even Eaphael himself, who, in 
his twentieth year, appears mudi the most constrained in 
manner. 

Two pictures in the tribune of the Uffizj at Florence are of 
little importance, except as proofs of a somewhat advanced 
development : one is a Riposo (the Holy Family resting 
during the flight into Egypt), in which Joseph breaks off a 
palm-branch for the infant Christ, while St. Francis kneels 
on one side in adoration ; the other is a Madonna adoring the 
divine Infant. In the last-named picture both gesture and 
expression are anything but noble, but the true poetry of 
light and chiaroscuro is developed with the highest skill. To 
this time belongs also a large Crucifixion at Parma, which, 
though not a very grand composition, indicates, in some of 
the expressions, the peculiar tendency of the artist: the 
beautiful figure of Christ, and the head of the Madonna, who 
sinks down fainting, are touching representations of sorrow. 

About the year 1518, Correggio was invited to Parma to 
paint a saloon in the convent of S. Paolo,* for the abbess. 
The subjects from ancient mythology, which he executed 
here, are among his most beautiful works : on the principal 
wall is Diana returning from the Chase, in a car drawn by 
white stags ; the light drapery of the goddess conceals but 

» See Waagen's England, vol. ii. p. 80. 

* Pitture di Ant. Ailegri detto il Correggio esistenti in Parma nel monis- 
tero di S. Paolo. Parma, 1800. [Recently engraved in an admirable man- 
ner by Toschi.— Ed.] 
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little of her perfect and youthful form. On the ceiling is 
painted a vine-arbour, with sixteen oval openings, in which 
are. charming groups of genii, some with the attributes of 
the chase — horns, hounds, the head of a stag, &c. ; some 
caress each other ; some pluck fruits from the borders of the 
arbour. It is impossible to conceive more graceful, attractive 
gaiety than in the figures of these genii. Underneath are 
sixteen lunettes in chiaroscuro, filled also with mythical sub- 
jects — the Graces, Fortune, the Fates, Satyrs, &c. The 
choice of these subjects for a convent appears strange ; but 
in the beginning of the sixteenth century the nuns of Italy 
enjoyed the greatest freedom, without being shut up, while 
the abbess lived in princely splendour and luxury. In 1524, 
however, the nuns of S. Paolo were again forced to keep 
within their convent, and these works of Correggio were with- 
drawn from the eyes of the public till modem times. 

In the year 1520 the painting of the cupola of S. Giovanni 
in Parma was entrusted to Correggio, and afforded an oppor- 
tunity for the formation of a grander style. In the centre of 
the cupola he represented Christ in glory, suspended in air ; 
the twelve Apostles, wrapt in adoring wonder, are seated on 
the clouds below ; in the four pendentives are the four Evan- 
gelists and the four Fathers of the Church. This work 
exhibits great grandeur in the general arrangement and in 
detail ; it is, moreover, the first remarkable display of fore- 
shortened figures. The tribune behind the altar was also 
painted by him ; this part, however, was pulled down in 1584, 
to enlarge the church: but the most essential part of the 
composition, a Coronation of the Virgin, with saints and 
other figures, is known to us from copies by Annibal Caracci 
now in the Museum of Naples; some fragments of the 
original also exist.^ These works were finished by Correggio 
in 1524. 

The peculiar style of Correggio was carried to perfection in 
the large frescoes in the cupola of the Duomo at Parma, 
executed between the years 1526 and 1530; the subject is 

1 [Correggio's design was repainted in the new Tribune of S. Giovanni by 
Cesare Aretasi, probably from A. Carracci's copies. The principal group of 
the original is preserved in the Library at Paima. — Ed.} 
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the Assumption of the Virgin.* In the highest part of the 
cupola, on which the strongest light falls, Christ, a violently 
foreshortened figure, precipitates himself to meet the Madonna ; 
lower down are several saints, male and female; these are 
also wonderfully foreshortened ; still lower appears the prin- 
cipal group — ^the Virgin borne by angels in triumph. All 
this occupies but the upper half of the cupola. In the under 
part, between the oblong windows, stand the Apostles, some 
singly, some together, gazing on the ascending Madonna; 
over the windows are genii, some of whom bear lighted can- 
delabra, others censers in their hands. In the four pendentives 
under the cupola are the four patron-saints of Parma, seated 
on clouds and accompanied by angels. The whole forms an 
innumerable host of saints, angels, &c., in full jubilee and 
pious joy ; one tone of heavenly rapture is diffused over all, 
yet there is nothing wanting in the characteristic completion 
of the single parts. The effect is, however, almost too rich 
and boundless ; all the figures are foreshortened, and as more 
limbs than bodies are visible from below, the artist, even in 
his lifetime, was jestingly told that he had painted a " hash 
of frogs" [guazzetto di rane]. 

Beside these great works, Correggio executed a number of 
easel-pictures, large and small, of which the following are 
the most important and best known. 

One of his most beautiful and often-repeated small works 
is the Marriage of St. Catherine ; it is one of the subjects in 
which the peculiar powers of the artist could unfold them- 
selves in the happiest manner. The youthful saint (according 
to her vision) is betrothed to the divine Infant in presence of 
St. Sebastian and the Virgin, who carefully superintends the 
holy rite." The scene is expressed with such tender grace 
that nothing more charming can be conceived : a sense of 
blissful life is diffused over the figures of the Virgin and St. 
Catherine, and the whole composition is united by the most 

» Engraved in a series of plates by G. B. Vanni, 1642. [I'he fine en- 
gravings by Toschi, now in the course of publication, will supersede all that 
has hitiberto been copied in this way from Correggio. — Ed.] 

« [This subject was comparatively late ; St. Catherine of Siena died in the 
fourteenth century, and was not canonized till 1461. The painters appear to 
have improved on the legend. See the Acta Sanctorum, April 30. — Ed.] 
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wonderful harmony of colour. Not that Correggio here im- 
presses on the spectator that high and edifying feeling which 
the purity and nobility of form, the depth of expression, and 
the poetry of composition of Leonardo and Baphael impart, 
but he touches us, though with an earthly pencil, by his 
glowing representations of the spiritual excitements of this 
life. Anotiier small picture of this subject, somewhat dif- 
ferently arranged, is in the Studj Gallery at Naples : here 
the Child, astonished at the strange ceremony, is looking up 
laughing at the Virgin. Other repetitions (some of them 
probably old copies) are at Petersburgh, in the gallery of 
the Capitol at R6me, and in other places. 

An equally beautifiil composition is the Virgin resting 
with the Child during the Flight into Egypt, called La Zin- 
garella (the Gipsy), from the turban the Madonna wears 
round her head. The best repetition of this subject is at 
Naples. Here the Madonna is of the highest beauty and 
intensity of expression. Above her, in obscurity, are hover- 
ing charming figures of angels. Some repetitions and copies 
are in the same city. 

Other important paintings are in the Gallery of Parma ; 
among these may be mentioned the fresco of a Madonna and 
Child, taken from S. Maria della Scala, executed at the same 
time as the cupola of S. Giovanni : the Madonna hcdds the 
Child in her lap, regarding him with fervent tenderness ; his 
arms arc clasped round her neck ; he looks toward the spec- 
tator : majesty and gentle grace, sublimity and tenderness, 
are most intimately blended in this picture. — The Madonna 
della Scodella, a Holy Family resting on the Flight into 
Egypt 2 the picture takes its name from the cup which the 
Virgin holds in her hand ; Joseph plucks dates from the tree. 
The composition resembles the first-mentioned picture in 
Florence, but is more highly finished and beautiful. — The 
St, Jerome (or " The Day") is one of Correggio's most cele- 
brated pictures. The Madonna with the Child are near the 
centre ; on the left is St. Jerome ; an angel next him points 
out to the infant a part of the open book held by the saint ; 
<Hi the right kneels Mary Magdalene ; she kisses the foot of 
the Child ; an angel is near her. The pure light of day is 
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diffused over the picture ; the figures seem surrounded, as it 
were, by a radiant atmosphere. The angel next to St. Jerome 
is extremely beautiful ; other portions are, however, not quite 
free from affectation. — The Deposition from the Cross (the 
body of Christ mourned by the three Marys and St. John) ; 
the arrangement is simple and grand^ and the harmony of 
light and colour most beautiful : grief is not here depicted in 
its first overwhelming power^ as in other pictures of this sub- 
ject, but in that deep weariness and lassitude of spirit when 
tears have ceased to flow : here, as in other instances, one 
absorbing feeling prevails, and in this consists the highly 
impressive effect of the picture. The Martyrdom of S. Placido 
and S. Flavia is its companion, and, like it, is distinguished 
by its simple arrangement and fine expression. 

In the Gallery at Dresden there is an excellent series of 
altar-pietures by Correggio.* The St. Francis has already 
been mentioned ; the others belong to the period when the 
artistes power was best displayed. We begin with the St. 
Sebastian: the Madonna with the Child is enthroned on 
clouds, surrounded by a circle of in&nt angels ; underneath 
are St Sebastian, St. Geminianus, and St. Eoeh : the angels 
are extremely graceful. The St. Sebastian is perhaps the 
most beautiful of Correggio's' figures. — The Notte^ the Holy 
Night (the Adoration of the Shepherds), is celebrated for the 
striking effect of the light, which, in accordance with the old 
legend,' proceeds from the new-born babe : the radiant infant, 
and the mother who holds him, are lost in the splendour, 
which has guided the distant shepherds. A maiden on one 
side, and a beautiful youth on the other, who serve as a 
contrast to an old shepherd, receive the full light, which 
seems to dazzle their eyes; while angels, hovering above, 
appear in a softened radiance. A little further back Joseph 
is employed with his ass, and in the background are more 
shepherds with their flocks. Morning breaks in the horizon : 
an ethereal light flows through the whole picture, and leaves 
only so much of the outline and substance of the forms ap- 

1 Compare Hirt, Kunstbemerkiingen auf einer Reise nacb Dresden, p. 45^ 
etc 

« [See the apocryphal Evangelium Infantiae. — ^Ed.] 
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parent as is necessary to enable the eye to distinguish the 
objects.* — The St. George : a Madonna enthroned, with open 
architecture ; St. George and St. Peter Martyr, St. John the 
Baptist and St. Geminianus at the sides; boy-angels play 
with the armour of St. George in the foreground. Through- 
out this picture, as in the St. Jerome at Parma, the clearest 
daylight is diffused. The details are less important— the 
angels, for example; they are perhaps unfinished, but the 
countenance of the Madonna is expressive of the sweetest and 
most gracious mildness ; that of St. Peter Martyr is full of 
enthusiastic fervour and devotion. Besides the large pictures, 
the Dresden Gallery contains the universally-admired " Bead- 
ing Magdalen," and an excellent portrait, said to be the 
physician of the artist. 

A significant, but -somewhat severe picture, perhaps of 
Correggio's earlier time, is in the Munich Gallery. The sub- 
ject is the Madonna in, glory appearing to the Donor in a 
form of the most finished grace. Below are the seated figures 
of St. James and St. Jerome in a state of the highest ecstasy. 
Such devotion as is here expressed does not partake of that 
beautiful and peaceful self-resignation which elevates the 
mind of the beholder, but is rather a violent representation of 
natural life, thrown by the higher emotions of the soul into a 
st^te of over agitation. 

Some of the most beautiful of Correggio's pictures were 
formerly in Spain, but in consequence of the war with France, 
they have now made their way to London.* The most im- 
portant of these are, Christ on the Mount of Olives, in the 
gallery of the Duke of Wellington. Here, as in the Nottey 
the light proceeds from the Saviour, who kneels at the left of 
the picture. Thus Christ and the angel above him appear in 
a bright light, while the sleeping disciples, and the soldiers 
who approach with Judas, are thrown into dark shadow ; but 

* Smaller representations of this subject, with similar motives, and treated 
in like manner as the Dresden picture, exist in various places. An excellent 
little picture of the kind is in the Berlin Museum, No. 223, and is there 
ascribed to the School of Correggio. It is the same picture described in the 
Kunstblatt, 1838, No. 58. 

* See Passavant, Kunstreise durch England und Belgien ; also Waagen, 
Kunstw. and Eiinstler in England. 
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it is the "clear obscure" of the coming dawn, and exquisite 
in colour. The expression of heavenly grief and resignation 
in the countenance of Christ is indescribably beautiful and 
touching; it is impossible to conceive an expression more 
deep and fervent. — The Ecce Homo, half-figures as large as 
life, now in the National Gallery at London ; Christ crowned 
with Thorns, and being shown to the people. The expression 
and attitude of Christ are extremely grand ; even the deepest 
grief does not disfigure his features. The manner in which 
he holds forward his hands, which are tied together, is in 
itself sufiBcient to express the depth of suffering. On the 
left is a Roman soldier, of rude but not otherwise than noble 
aspect, and evidently touched by pity : on the right, Pilate 
looking with indifference over a parapet. The Virgin, in 
front, is fainting, overpowered by her grief,.in the arms of 
the Magdalen : her head is of the highest beauty. The 
drawing in this picture is more severe than is usual with 
Correggio. The Holy Family, called La Vierge au Panier, 
is another small picture in the National Gallery : the Ma- 
donna sits in a landscape ; the infant Christ, on her knee, 
looks up with an expression of joy ; in the background Joseph 
is seen working as a carpenter: a beautiful and delicately 
executed little picture, full of fresh and joyful emotion, only 
somewhat mannered in the expression of the Madonna. The 
Education of Cupid, in the National Gallery also, we shall 
mention further on. In the Stafford House Gallery there is 
a picture by Correggio of a totally different character to the 
foregoing ; the subject is a horse and mule, both laden, with 
their drivers, in a glowing landscape, executed in a masterly 
manner : it is said to have been painted as a sign for an inn 
wha-e Correggio had no other means of dischai^ng his 
reckoning. 

^ Among the pictures still in Spain, Christ in the Garden 
with the Magdalen is one of the most excellent : it is in the 
Madrid Gallery.^ 

* The " Christ enthroned upon a rainbow, with angels around," which, in 
the Gallery of the Vatican, bears the name of Correggio, is too dead in 
colouring, and too destitute of the finer feeling for life in detail, to be con- 
sidered an original picture. 
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These works belong to the department of religious painting : 
another series represents scenes of ancient mythology ; here 
the softness of female forms and the joys of earth are dis- 
played with unrivalled skill. Among the first in this class 
are two pictures in the Berlin Museum : Leda with the Swan, 
sitting on the bank of a shady lake; on the left, amofini 
play on musical instruments ; on the right, maidens bathe : — 
and lo embraced by Jupiter, veiled in a cloud. In these, as 
in the sacred subjects, every feeling is resolved into one per- 
vading idea. It is the triumph of earthly love, indeed, which 
is celebrated in these pictures, but it is the joy of a nobler, 
freer race of beings, unacquainted with vice or falsehood. 
Both these pictures, as well as the Danae (to which we shall 
presently come), were formerly in the collection of Queen 
Christina of Sweden ; at a later period they passed into the 
celebrated Orleans gallery in Paris. The son of the Duke of 
Orleans, shocked at the voluptuous expression in the head of 
lo, had it cut out and burned ! Another was afterwards sub- 
stituted. Both pictures were bought by Fi^erick II. for his 
gallery at Sans Souci. When taken again to Paris, under 
Napoleon, the present excellent head of lo was painted by 
Prudhon.^ An excellent repetition of the lo, universally con- 
sidered genuine, is in the Gallery of Vienna. — The Danae is 
in the Borghese Gallery in Eome : she lies half raised on a 
splendid couch ; Love, a beautiftil youth, idts beside her and 
catches the golden rain-drops in her drapery. In front of 
her couch, two amorini are employed with graceftil naivete in 
sharpening an arrow.' The form of Danae is modelled with 
exquisite softness, but the countenance has a less engaging 
expression. — Jupiter and Antiope, in the Paris Museum : 
Antiope sleeps in a gracefully fascinating attitude; Love 
sleeps near her ; Jupiter steals upon them in the form of a 
beautiftil young faun. In the melting softness of the execu- 
tion this picture is perhaps the most perfect that Corr^gio 
ever finished, though somewhat too ftill in the forms. — The 
Education of Cupid by Venus and Mercury, in the National 

' > The head of the Leda iOso is new. 

* [One is trying the gold on a touch-stone. See Mengs's«description of 
the picture, Opere, ii. 148. — Ed.] 
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Gallery in London : Venus is here standing erect, her noble 
and beautiful form fully developed ; whiJe Cupid, a lovely, 
artless-looking child, is intently deciphering a scroll, which 
Mercury, seated on the ground, is holding to him. — Gany- 
mede borne through the air by the Eagle, in the Gallery of 
Vienna, is also distinguished by a beautiful child-like grace. • 

Corr^gio had various scholars and followers, who endea- 
voured, with more or less success, to acquire his style; 
among them are the following : — his son, Pomponio Allegri, 
distinguished by his somewhat simple drawing ; Francesco 
Maria Kondani, censured for superfluous and trifling acces- 
sories ; Michael Angelo Anselmi, already mentioned among 
the scholars of Razzi (a very mannered Madonna with saints, 
by him, is in the Louvre) ; Bernardino Gatti, distinguished 
for peculiar sweetness of colouring ; Giorgio Gandini ; Lelio 
Orsi, of Novellara ; the last is considered as the best imitator 
of Corr^gio. 

A much higher reputation was gained by Francesco Maz- 
zuoli (1503-1540), surnamed '^H Parmigianino," ^ son of 
Filippo Mazzuoli (already mentioned among the earlier 
masters as a clever painter of Parma); but his reputation 
dates from a period when the feeling for true artless beauty 
was nearly extinct. The dangerous tendency of Correggio's 
style has been already pointed out — a, danger which even he 
has not always escaped : but in Parmigianino action and 
feeling almost always degenerate into insufferable aflectation 
and insipid coquetry. He is the more displeasing from en- 
deavouring to unite with these peculiarities the noble forms 
of the Roman school, and the unnaturally lengthened pro- 
portions of his own figures. In spite of this, however, certain 
indestructible beauties belonging to the master under whom 
he studied may be perceived clinging to him, such as a 
frequently clear and warm tone of colour, a great decision in 
execution, and, when the subject admitted of it, an excellent 
conception of life. That v hich, at the period we are de- 
scribing, misled the descendants of the great masters, was, as 
we shall have reason to observe, rather a feJse influence 

' P. J. Aflfb, Vita del pittore Francesco Mazzolo, detto il Parmigianino, 
Panna, 1784. Outlines in Landon, Vies et (Euvres, etc. ; t. Panuigianino. 
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working upon them from without, than any absence of real 
capacity, so that in certain departments of art where this out- 
ward influence did not come into operation, their success was 
of the highest kind. This was the case with Parmigianino, 
as with many others, in portraits. A splendid portrait of a 
knight, said to be Columbus, %nd another said to be Par- 
migianino's mistress, are in the Museum at Naples ; others 
are in various places. Here and there also we find a more 
simple Holy Family. Among his most celebrated yet most 
disagreeable pictures is the so-called Madonna with the " long 
neck," in the Pitti palace in Florence, and a St. Margaret 
(a Madonna with saints, with St. Margaret kneeling in front) 
in the Gallery at Bologna. On the other hand, a large altar- 
piece in the National Gallery at London, the Madonna in 
clouds and John the Baptist appearing to St. Jerome, is an 
excellent youthful work of the master. The beautiful head 
of the infant Christ is not unworthy even of Correggio. It is 
said that, engrossed in the completion of this picture in 1527, 
Parmigianino took no note of the siege of Rome then going 
on, and that the soldiers, intent on pillage, who surprised 
him at his work, were so overawed with admiration that they 
protected him against their comrades. Important frescoes by 
Parmigianino are in the churches of S. Giovanni and Delia 
Steccata in Parma : his cousin, Girolamo di Micchele Maz- 
zuoli, was one of his scholars, and was, if possible, more 
mannered than Parmigianino himself. A most unpleasing 
Madonna, with St. Catherine and St. Paul, by this master, is 
in the Berlin Museum. 



CHAPTER VIII. 

SCHOOLS OP VENICE. 

We now approach the last prominent group of great painters, 
who, in the beginning of the sixteenth century, opened up a 
distinct mine of peculiar excellence in Italian Art — namely, 
the Venetians. We find in them, as in Corr^gio, a remark- 
able technical pre-eminence. The Roman school was dis- 
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tinguished by beauty of form ; Correggio, by chiaroscuro ; the 
Venetians of this period, like their predecessors who have 
already occupied our attention, were great in colour; it is 
chiefly this quality which gives the stamp of perfection to 
their productions: with admirable mastery they give the 
warmth of life to the colour of flesh, imitate the splendour 
and brilliancy of different materials, and, if we may venture 
to say so, relieve light on light ;* but this technical skill is in 
them the expression of a characteristic and elevated con- 
ception ; it is the enjoyment of life and of its splendour which 
speaks in all the nobler productions of this school. And 
although this general aim would appear to restrict imitation 
to familiar objects and circumstances, yet they knew how to 
penetrate life in all its aspects and in all its depths ; and, on 
the other hand, to treat the grandest themes. For the rest, 
it is to be remarked that the Venetians, on the whole, painted 
very little in fresco, but chiefly in oil, in which method they 
executed pictures of the largest dimensions. The reason is 
evident, as the nature of oil-painting is much more favourable 
to their peculiar object than the severer methods of fresco. 

A great number of Venetian artists were active in this 
general style, with more or less originality ; two, however, 
stand at the head of the list — Giorgione and Titian, both 
scholars of Giovanni Bellini. 

^ The expression used above is no hyperbole : it describes, in point of fact, 
the mode of laying on the colours peculiar to the masters of the Venetian 
school, which was the result of a close observation of the effect of colour and 
light upon the eye itself. " Every part of a healthy human form, on which 
the light of the sun directly falls, is of that glowing reddish yellowish colour 
which most delights the eye, and which it most- eagerly seeks in a picture. 
Thus it is that the portions thus lighted, and thus coloured, are also the most 
conspicuous. Other parts which, lying obliquely, do not receive the rays of 
the sun upon them, are lighted by the reflection from other objects at a 
greater or lesser distance from them, or by the light with which the 
atmosphere itself is pervaded. These reflections cast upon the object on 
which they fall something of the colour of the objects from which they are 
derived. Being therefore of a bluish tint when derived merely from the 
open air, they impart this same bluish tint to the object they light, and 
when this happens to be the tender surface of the human body, itself of a 
reddish yellow «olour, a light greyish green tint results. This colour, being 
duller, is less conspicuous to the eye, and thus the portions thus lighted 
recede apparently from sight, and take the effect of half shadows, though 
really almost as light as ^e lightest parts." (See Von Quandt's translation 
of Lanzi's History of Painting in Italy, vol. ii. p. 146.) 
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Giorgio Barbarelli of Castelfranco, commonly called 
" Giorgione" (born 1477, died 1511), was the first Venetian 
who cast aside the antiquated constraint of the Bellini school, 
treated art with freedom, and handled his colours in a bold, 
decided manner: his paintings generally have a luminous 
power and subdued internal glow, the sternness of which 
forms a singular contrast to the repose which prevails with- 
out ; they may be said to represent an elevated race of beings, 
capable of the noblest and grandest efforts : this is more espe- 
cially observable in Giorgione^s portraits and characteristic 
ideal heads. Some of his most beautiful portraits are in the 
Manfrini Gallery in Venice : one, for example, representing 
a lady with a lute ; ' and a second, in which a Venetian 
cavalier turns to a lady ; on the other side is a beautiful page. 
Giorgione's own portrait, in the Munich Gallery, is also 
excellent; it is full of impassioned feeling, with a peculiar 
melancholy in the dark glowing eyes. Ideal heads, such as 
Saul and David, in the Borghese Gallery in Rome ; David 
with the head of Goliath, in the Imperial Gallery of Vienna, 
&c., are frequently to be met with.* It is difficult, indeed, 
sometimes to decide whether Giorgione meant to represent a 
real portrait, or an ideal head, or a genre subject, so well did 
he understand to give his figures that which especially ap- 
pealed to the comprehension and sympathies of his spectators. 
We see this in his " Concert," in the Pitti palace, represent- 
ing two priests playing the piano and the violoncello, with a 
youth — ^in his Maestro di Cappella giving a music-lesson, in 
the National Gallery at London" — in his picture of a warrior, 
with another figure, in the gallery of the Uffizj, Florence— 
in the picture of a beautiful girl laying her hand upon her 
lover's shoulder, in Lord Ashburton's collection in London — 
in the Daughter of Herodias with the head of John the 
Baptist, in the Louvre (another repetition of the subject is in 

» [The picture, fine as it is, has not the extreme glow of colour for which 
Giorgione was celebrated ; this quality, however, is very remarkable in the 
specimen next mentioned.— Ed.] 

« [Several pictures of the kind, that bear the name of Giorgione in galleries, 
are by his comparatively modem imitator Pietro Vecchia. — Ed.] 

« [Commonly attributed to Titian and described as his in Vanderdoort's 
Catalogue of the pictures of Charles 1. — Ed.] 
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the collection at Stratton) — ^in two exquisite female heads at 
Castle Howard, and in many others. In the portrait of 
Gaston de Foix, now in the Louvre, Giorgione contrived to 
show the figure on all sides by the introduction of several 
mirrors, a joking allusion to the dispute then going on regard- 
ing the arts of painting and sculpture. 

Of Giorgione's devotional pictures the largest and best is 
in Mr. Solly's collection in London : it represents the Virgin 
enthroned, under a canopy, in a landscape ; at her side four 
saints, each standing separate, as in the old manner, and three 
angels playing on musical instruments below. In character 
and expression of this picture we see that grand, melancholy 
seriousness which is sometimes peculiar to Giorgione; the 
treatment is broad and full, the colouring deep and glowing. 
A Holy Family with St. Sebastian and St. Catherine, with a 
highly poetical landscape, in the Louvre, is also excellent, 
but somewhat hard in the outlines. In a Madonna picture in 
the Leuchtenberg Gallery at Munich (she is seated with the 
Child under a laurel-tree), a more glowing life appears, 
though tempered with a certain severity. 

Giorgione's works are, on the whole, rare, and the frescoes 
which he painted in Venice have disappeared. His historical 
pictures are the rarest of all. To these belong the Death of 
St. Peter Martyr, in the National Gallery in London, an 
unimportant picture, and one scarcely to be considered genuine ; 
also a picture in the Dresden Gallery of a graceful, pastoral 
character — Jacob greeting Eachel. An Adoration of the 
Shephenjs, in the Fitzwilliam Museum at Cambridge, re- 
sembles the last-mentioned picture in treatment. In this class 
also may be include4 a picture of large dimensions, removed 
from the school of St. Mark to the Venetian Academy. The 
subject is a sea-storm raised by demons, and which threatened 
destruction to Venice (1340), till its fury was assuaged by 
means of three saints : the picture represents a wildly agitated 
sea, and a ship driving before the tempest filled with figures 
of demons in the form of satyrs ; St. Mark, St. Nicholas, and 
St. George embark in a small boat to oppose them. The 
demons, astonished, precipitate themselves into the sea to 
avoid them ; some sit in the cordage of the vessel, others on 
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the caps of the masts, which contain fire; the fumes fFom 
which spread over the sky and sea. In front is a bark with 
four naked satyr-like figures — glowingly coloured splendid 
forms, particularly the two sitting rowers, which are painted 
in a free and most masterly style. Fabulous sea-monsters 
emerge from the waves; on one rides a homed satyr; on 
the shore, in the distance, is a city; on the left, several 
spectators. 

The conception of this picture is very singular, and in 
many of Giorgione's other works we find a peculiar poetic 
manner of treating his subject, which sometimes displays 
itself in allegorical allusions (not alwsgrs easily understood), 
at others, in scenes which bear a close relation to what is 
called the " romantic genre ^^ The allegorical pictures bear 
the stamp of his earlier period, and of the Bellini style. One 
of the earliest works, apparently, of this class, the so-called 
*' Astrologer," is in the Manfrini Gallery at Venice. The 
old man, clothed in fantastic garments, is seated at a marble 
table in front of a ruined building, in one niche of which is a 
broken statue of Venus. Compass and brass disc are in his 
hand. On the left is a- young man in armour, and a female 
figure seated on the ground playing with a naked child, who 
is lying before her: further in the landscape are warriors 
resting imder a tree.* A very attractive picture, of more 
romantic meaning but of less powerful making out, is in the 
Louvre. The scene is a landscape, in which are two young 
men and two women with musical instruments; one of the 
women is drawing water from a spring. This picture has 
also the same character of glowing life and refined volup- 
tuousness.* Another mythological picture — a Nymph pursued 
by a Satyr, half-length figures, in the Pitti palace, is ascribed 
to Giorgione. 

A picture in the Brera in Milan, very deserving of notice, 
is perhaps one of Giorgione's most beautiful works : it is his- 

^ V. Quandt, in his translation of Lanzi, ii. ^^^ note, recognizes in this 
picture also a scene from a novel. 

* See Waagen's Paris, p. 461, where he ascribes this picture to Palma 
Vecchio. The Kunstblatt of 1846, No. 2, also imputes to Giorgione nine 
beautiful female heads representing the Muses, which are in the Barbaiigo 
palace at Venice. 




i :;K FN lOMBLlKNT; 
)T.!. II tii- Vontf> di I'i-.-t'a at Trfev.RO 



Chap. VIII. SCHOOLS OF VENICE. 433 

torical in subject, but romantic in conception. The subject 
is the Finding of Moses : all the figures are in the rich 
Venetian costume of Giorgione's time. In the centre the 
princess sits under a tree, and looks with surprise at the child, 
who is brought to her by a servant. The seneschal of the 
princess, with knights and ladies, stand around. On one side 
two lovers are seated on the grass ; on the other are musicians 
and singers, pages with dogs, a dwarf with an ape, &c. It is 
a picture in which the highest earthly splendour and enjoyment 
are brought together, and the incident from Scripture only gives 
it a more pleasing interest. The costume, however inappropriate 
to the story, disturbs the effect as little as in other Venetian 
pictures of the same period, since it refers more to a poetic than 
to mere historic truth, and the period itself was rich in poetry; 
its costume, too, assisted the display of a romantic splendour. 
This picture, with all its glow of colour, is softer in the exe- 
cution than earlier works of the master, and reminds us of 
Titian, the more successM rival of Giorgione — ^not, like him, 
to be cut off by death in the very midst of his greatest 
eflTorts.* A similar small picture, in the form of a frieze, is 
in the Pitti palace. Several small Biblical subjects, probably 
of his early time, and not without many harsh features, are in 
the gallery of the Uffizj at Florence — a Judgment of Solomon 
— an Adoration of the Shepherds, &c. One of these pictures 
is particularly remarkable for the manner in which Giorgione 
has converted the "Santa Conversazione" into a romantic 
scene. It represents a terrace overlooking the steep shores 
of a mountainous lake : the Virgin is seated upon a throne, 
with several saints ; St. Paul and St. Catherine are walking 
together conversing ; St. Sebastian is not bound ; St. Peter is 
leaning thoughtfully against a balustrade, and little genii are 
playing on the ground. The landscape here, as in most pic» 
tures by the master, is of great clearness and warmth of colour- 
ing. In this respect he excelled most of the other Venetians. 
Of Giorgione's scholars the most important was Fra Se- 

* [Among the undoubted works of Giorgione may be mentioned the once 
celebrated Entombment of Christ in the Monte di Pieti at Treviso ; it is now 
nearly effaced in parts. The composition is shown in the annexed wood cut. 
—Ed.] 

U 
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bastion d«l Piombo (1485-1547), already mentioned with 
Michael Angelo, p. 309. Of his Venetian time, to his 
twenty-sixth year, we know one only principal picture — ^an 
altarpiece in S. Giovanni Chrisostomo at Venice, which is 
not &r removed from the fulness and richness of Titian; 
and this gives us some idea of what the personal influence oi 
Michael Angelo must have been which could subsequently 
compel a Venetian painter of this excellence to adopt a line 
of art so totally opposed to his original tendency. The picture 
represents the mild and dignified St. Chrysostom seated read- 
ing aloud at a desk in an open hall ; St. John the Baptist, 
leaning on his cross, is looking affectionately and attentively 
at him ; behind him are two male saints, and on the left two 
female saints, listening devoutly ; quite in front is the Mag- 
dalen, looking majestically out of the picture at the spectator, 
a splendid type of the full and grand Venetian ideal of 
female beauty at that time. The true expression of a Santa 
Conversazione cannot be more worthily given than in the 
relation in which the hearers stand to the principal figure* 
In glow of colour also this work is not inferior to the 
best of Gi(»rgione*s.^ A Madonna enthroned, with six saints, 
in S. Niccolo, is also a youthful work of the master. Sebastian 
del Piombo is particularly eminent in his portraits ; a very 
beautiful one of Cardinal Pole, in the Hermitage at St. Peters- 
burg, is now ascribed to him, though formerly attributed to 
Raphael. The picture also in the Louvre, which goes by the 
name of " Raphael and his Fencing-master," we have already 
mentioned as the probable work of Sebastian del Piombo. In 
Rome he entered into a close intimacy with Michael Angelo, 
painted much from his cartoons, and departing, even in his 
independent works, from the Venetian manner, adopted much 
of Michael Angelo's mode of composition. In this way was 
produced the celebrated picture of the Raising of Lazarus, 
in the National Gallery at London, painted in rivalry of 
Raphael's Transfiguration, Michael Angelo supplying parts 
of the drawing, namely, the group of Lazarus and those 
busied around him.* It is a copious composition, not very 

I According to Waagen, England, vol. i. p. 185, Michael Angelo designed 
the whole composition. 
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remarkable for general keeping, but with great beauty in 
parts. In the figure of Lasskrus, who is gazing upwards at 
Christ, while at the same time he endeavours to disengage 
himself from the bandages, the expression of returning life is 
wonderfully given. The Christ himself, a noble form, is point- 
ing with his right hand to heaven, while the miracle just 
performed is told in the grandest way in the various expres- 
sions of the bystanders. The execution is of the greatest 
solidity, and the colouring still deep, and full. An excellent 
Holy Family, in the Stratton collection, is of the same time.' 
One of the noblest works of Sebastian's earlier Roman period 
is a Dead Christ, supported by Joseph of Arimathea, with a 
weeping Magdalen : it is painted on slate, and is now in the 
Berlin Museum. The figures are half-length and colossal ; 
the body of Christ is of the finest character. In the Pitti 
palace in Floraice is a Martyrdom of St. Agatha, which, in 
the same manner, combines the composition of Michael Angelo 
with a trace of Venetian colouring, but which, besides the 
unpleasantness of the subject, is unattractive to the spectator 
by the obvious sacrifice of all freshness of life for a style of 
art which, after all, Sebastian never entirely acquired. It is 
true that his later works combine considerable merit of colour 
with a grand style of form, but we remark a certain care- 
lessness as regards details, especially in the draperies; the 
habit also of designing on a colossal scale ^is often applied 
where it is not suitable — as, for instance, in portraits. The 
frescoes in S. Pietro in Montorio at Rome (the first chapel on 
the right), executed from drawings by Michael Angelo, are 
of his better time. The Scourging of Christ, in point of 
dignity and animation of composition, as well as in beauty of 
execution, appears to be the best. (An original repetition, 
on a small scale, is in the Borghese palace.) The paintings, 
on the other hand, in the Cappella Chigi, in S. Maria del 
Popolo, are later in date and of unpleasant effect. Among 
his later colossal portraits we may mention that of a cardinal 

* [See Dr. Wa^en*s Kunstwerke in England, ii. 244. The fine altarpiece 
in S. Niccolo at Treviso is by Fra Marco Pensabene. Federici (Memorie 
Trevigiane) endeavours to show that Sebastian del Piombo may have been 
the painter ; but the documents and other circumstances which he himself 
adduces disprove this. — Ed.] 

v2 
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(apparently Pope Alexander VI.), in the Studj Gallery at 
Naples, and a female portrait in the National Gallery at 
London. The excellent portrait of Andrea Doria, in the 
possession of Prince Doria at Rome, is unfortunately no 
longer to be seen. 

Another 8clK)lar of Giorgione was Giovanni da Udine, who 
afterwards went to Rome and entered the school of Raphael, 
with which he has been already mentioned. He found in the 
numerous decorative subjects of the Loggie, &c., constant 
opportunity to display his Venetian dexterity. — Another 
scholar was the Veronese Francesco Torbido, sumamed " II 
Moro : *' his paintings are principally at Veroua; and remind 
us a little of the earlier direction of the Veronese. In the 
Duomo of Verona he painted scenes from the life of the 
Virgin, after the cartoons of Giulio Romano. An immediate 
scholar of Giovanni Bellini who also adopted much of 
Giorgione's manner may be here mentioned, Sebastiano Flo- 
rigerio of Udine. Two Madonnas with saints, in the Academy 
at Venice, are by him ; they are of antique arrangement, and 
of fine fulness of forms, but of a pale, cold colouring. 

The influence of Giorgione was felt, however, beyond his 
own school, which was not considerable, and by his example 
several other artists were induced to adopt the new freer style 
of painting. Of these, Jacopo Palma (Vecchio) followed 
originally the style of Bellini, but at a later period adopted 
that of the masters of the sixteenth century ; these, and more 
particularly Giorgione, he successfully imitated. And though 
he never equalled the latter in thorough rendering of nature, 
yet he possesses a no less intense feeling for life, with a mild 
sweetness which often recalls Titian's enchanting forms. In 
his earlier works the heads have often an antiquated 
severity, which later gave way to a mild repose, while the 
severe, emphatic power of Giorgione remained ever foreign 
to him. A St. Peter, surrounded by saints, a picture of his 
earlier times, but fine and dignified, is in the Academy at 
Venice. A large altarpiece in S. Zaccaria — the Madonna 
with six saints, and an angel of great beauty playing on the 
violoncello — ^belongs to his earlier works. Next in succession 
may be mentioned an attractive Assumption of the Virgin, 
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which belongs to his transition period. His principal work, 
however, is an altarpiece in seven divisions — St. Barbara with 
the palm-bratich being in the centre — ^a figure of such devotion 
and grandeur of repose as Venetian art has seldom produced. 
The miracle performed on the son of the widow of Nain, in 
the Academy, is also of the best time of the master: the 
mother and son, and the eager, agitated disciples, are excellent 
in expression : the Christ, however, is inferior, although ap- 
proaching the type of Giovanni Bellini : the colour is of the 
greatest glow and beauty. His Holy Families, with saints, 
half-length figures, are frequent ; one of the best of these is 
in the Manfrini palace. Nor are Palma's works very rare 
out of Venice : a Madonna with saints of great beauty is in 
the Borghese palace at Rome ; another in the Colonna palace ; 
a large and very fine one in the gallery at Turin. Excellent 
pictures of his later time are in the Imperial collection at 
Vienna. A Madonna with saints is in the gallery at Stutt- 
gardt. A beautiful Holy Family, with a young shepherd 
adoring the Child, is in the Louvre. 

Rocco Marconi, a somewhat older painter than Palma 
Vecchio, formed his style in a similar manner. Some very 
pleasing pictures of his are to be seen in Venice. His colour- 
ing has a transparency and glow which is rare even in the 
pictures of Giorgione ; at the same time he often degenerates 
into gaudiness, and is unimportant in arrangement and ex- 
pression. An altarpiece in S. Giovanni e Paolo — Christ 
between two Saints — still inclines to the old manner. Two 
representations of the Woman taken in Adultery, in the 
Academy and in the Manfrini palace, are overfilled with 
figures and weak in expression. A Christ also between two 
Apostles, in the Academy, is only valuable for its colouring ; 
while, on the other hand, the painter has developed all his 
powers, with a fulness of the finest and most touching ex- 
pression, in a great Descent from the Cross, in the same 
gallery. 

Reminiscences of the earlier manner of the school, of ex- 
cellent execution, though without the Venetian glow of 
colour, are apparent in the works of some other masters ; for 
example, Lorenzo Luzzo da Feltre and Giovanni Paolo 
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rOlmo, by whom there are two good pictures in the Berlin 
Museum. 

In this list may be included another artist, Lorenzo Lotto, 
who, originally a scholar of Bellini, endeavoured to imitate 
Giorgione, but afterwards became known as a follower of 
Leonardo da Yinci. These different influaices appear in 
different pictures of the artist. Thus, one in the Museum at 
Naples, inscribed with his name, is in the style of the Bellini 
school ; another in the Pitti palace inclines to the Milanese, 
and others to the later Venetian manner. Several pictures in 
Venice are examples of this last style ; for instance, a St. 
Augustine with two angels and other figures, in S. Giovanni 
e Paolo. The Solly collection in London contained also an 
excellent picture representing the painter with his fiunily. 
His works in his native city (Bergamo) are less important. 
The credit of having painted the beautiful picture of the 
Death of S. Pietro Martire, in the church of Alzano, near 
Bergamo, has been lately denied him.' 

Giorgione's influence extended even to his contemporary 
and successful rival, Tiziano Vecellio, whose genius, however, 
was soon developed in all its originality.* Titian was born at 
Cadore, on the borders of Friuli, about the year 1477, and at 
first received a learned education. He lived in habits of 
intimacy with the philosophers and poets of his time — ^with 
Ariosto at Ferrara, Pietro Aretino at Venice, &c. Princes 
and nobles honoured him as the first of portrait-painters. 
Pope Paul III. invited him to Home ; but it was the Empen^ 
Charles V. who most frequently employed him, and whom he 
was obliged to attend twice at Augsburg. It is very doubtfiil 
if he ever visited Spain. He died of the plague in the year 
1576, in his 99th year. 

In the multifariousness of his powers Titian takes pre- 

> Rumohr, Drei Reisen, etc., p. 320. 

« Breve compendio della Vita del famoso Tiziano Vecellio di Cadore, cav. 
e pitt., con I* arbore della sua vera consanguineiti. Venezia, 1622. New 
edition : Vita delP insigne pitt. Tizian Vecellio gii scritta da anonimo autor^ 
riprod. con lettere di Tiziano per cora dell' Ab. Franc. Accordini. Venezia, 
1809. — Stefano Ticozzi, Vite de' pittori Vecellj di Cadore. Milano, 1817. 
•^Northcote, The Life of Titian. London, 1830. — Outlines in Landon, Vies 
et (Euvres, etc., t. Titian. [Notices of the Life and Works of Titian, by Sir 
Abraham Hume. London, 1829. Dello amore ai Veneziani di Tiziano 
Vecellio, &c., Notizie dell' Ab. Giuseppe Cadorin, Venezia, 1833.— Ed.] 
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cedence of all otber paaten of fcii k^mI; fifacd, tWre ii 
scarcely a line of art w^atkj m hm lamg aad Ttrj mtdwe Hfe, 
he did not enrich. But, as ve have already rfiriui, thon 
tendencies which inflpfnced art aad life ia Yeoiee wen 
materially different from those which guteia e d the Floreotiiie- 
Roman scbooL Titian's greatness, therefixe, is not to be 
fomid in the same department with that of Michael Angelo 
and RapfaaeL Large symhnKcal compos it ions, fall of mean- 
ing allusions, the anangemcnt of which in itsdf represented 
a high moral fiu^ were not his object ; he aimed neither at 
strictness of expression, nor at fwcible development of fivm, 
nor even, directly, at ideal beanty, thoogh all these qualities 
were within his grasp : nerertheleBs, those exceD^ices which, 
from his first to his last i»ctnre, he sought to attain and often 
did attain in the hi^iest poiecdon, were not less high and 
infinite in nature than those of the other great masters. The 
austere and glowii^ ioiree of Giorgione resolves itself in 
Titian into a free, op^i, and serene beauty — a pleasing and 
noble idea of nature. All that has been said of the Venetian 
tendency applies with peculiar fi>rce to Titian. The bdngs 
he creates seem to have the hig^ consciousness and enjoyment 
of existence ; the bUss of satisfi&ction, so like yet so difierent 
from the marble idealizations of Gredan antiquity — the air of 
an harmonious, unruffled existence seems to characterize them 
all. Hence they produce so grateful an impression on the 
mind of the spectator ; hence they impart so refined and 
exalted a feeling, although generally but a transcript of 
frtmiliar and well-known objects — ^representations of beautiful 
forms, without reference to spiritual or unearthly conceptions. 
It is life in its fullest pow^ — the glorification of earthly 
existence, the liberation of art from the bonds of ecclesiastical 
dogmas.* 

That which distinguishes Titian from Corregg^o, with whom 
in other respects he stood in obvious congeniality, is the totally 
different aim which actuated each. Corr^gio seeks anima- 

* [The elevated style of Titian's colour, which may he said to be on a 
level with the generalized forms of the antique, perhaps harmonizes best with 
subjects of beauty ; but when united with the simplicity of composition and 
sedateness of expression for which he is remarkable, it often confers a cha- 
racter of grandeur even on religious subjects. — Ed.] 
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tion and excitement, Titian reposes in quiet dignity. Correggio 
appears to call his figures into life only to make them the 
organs of particular emotiohs: Titian gives them, first and 
foremost, the grandeur of mwe conscious existence ; Corr^^o, 
in the warmth of his passion, has hardly patience to proceed to 
the development of fine forms, and therefore carries with him 
a modem air : Titian always builds on the unmoveable founda- 
tion of necessary and general beauty ; finally, C(Mrr^giD*s 
chiaroscuro is something conditional and accidental — a. phe- 
nomenon on the surfitce of objects : Titian's colouring is the 
expression of life itself. 

In his early works Titian appears as a follower of the style 
of Bellini, but he treats it from the first with a peculiar power 
of his own. An Adoration of the Kings, in the Manfrini 
palace in Venice, is certainly one of his earliest works : it is 
a smaH picture, copious in composition, with many defects in 
drawing, but with an extensive and clever landscape. A 
Madonna with Angels in the gallery of the Uffizj in Florence, 
and a pleasing little Madonna in the Sciarra palace in Home, 
evince a further development. To this period also belong a 
beautiful and simple picture in the Venetian Academy, repre- 
senting the Visit of Mary to Elizabeth ; and a very graceful 
Madonna and Child in the gallery of Vienna. Also the 
strictly naturalistic Vierge au lapin, and a very noble Madonna 
with three Saints, in a landscape, in the Louvre, belong to 
this class. 

The most finished and beautiful of Titian's early works, or 
rather one of his most beautiful of any period, is Christ with 
the Tribute Money (Cristo della Moneta), painted for the 
Duke of Ferrara, and now in Dresden. In the head of Christ 
everything combines to produce the noblest effect — the union 
of the fiesh tints, the delicate handling of the beard and hair, 
the graceful lip, the liquid lustre of the eye, the mildness of 
the reproving glance. The contrast of the crafty Pharisee is 
admirable. 

Of Titian's more developed period the following are the 
most important and celebrated : — and first of the Sacred class. 
One of the most excellent is the great Assumption of the 
Virgin, removed to the Academy of Venice from the Church 
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of Santa Maria Gloriosa de' Frari. The Madonna is a power- 
ful figure, borne rapidly upwards as if divinely impelled. 
Head, figure, attitude, drapery, and colour are all beautiful. 
Fascinating groups of infant angels surround her : beneath 
stand the Apostles, looking up with solemn gestures. The 
expression of these figures is not, however, quite free from 
constraint. There is another Assumption, but not so import- 
ant, in the Duomo of Verona. The way in which the single 
figure of the Virgin is borne up on the clouds without any 
attendant angels is here very beautiful. 

But of all the pictures of this kind, by far the most excel- 
lent is an Entombment of Christ, in the Manfrini palace in 
Venice. It is a highly finished masterwork, perhaps the most 
important of Titian's pictures, and the noblest representation 
of this subject. The arrangement of the figures who carry 
the body is excellent, but the chief interest lies in the general 
expression of sorrow. One of the bearers is at the head, 
another at the feet of Christ ; John, who stands behind, holds 
up the arm. On the left is the Virgin, sinking back fainting ; 
Mary Magdalene supports her, but without turning her eyes 
from the Saviour. In this picture the highest beauty of form 
and the most dignified expression in gesture are united with 
the liveliest emotion and the deepest and most earnest feeling. 
If ever a Venetian picture exercised any influence upon later 
art, this is the one. The noblest inspirations of Van Dyck 
may be traced to this wonderful picture. A repetition, of 
almost equal beauty of execution, is in the Louvre. 

The great picture, the Presentation of the Virgin in the 
Temple, now in the Academy at Venice, is of a cheerful, 
worldly character. A crowd of figures, among whom are the 
senators and procurators of St. Mark, are looking on in astonish- 
ment and excitement while the lovely Child, holding its little 
blue garment daintily in its right hand, is ascending the steps 
of the Temple, where the astonished high priest, surrounded 
by his Levites, is receiving her with a benediction. Windows 
and balconies are full of spectators ; while, next the steps, sits 
an old woman selling eggs, looking on at the tiunult with 
curiosity. The scene is rendered with great na!vet6, and with 
an incomparable glow of colour. The Supper at Emmaus is 

u 3 
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a picture of Titian's which often recurs : a specimen of it is in 
the Louvre, also a good school repetition in the Studj gallerj 
at Naples. 

There are also excellent altar-pieces by Titian : enthroned 
Madonnas, surrounded with Saints, with the ^thful in adora- 
tion at their feet. A large picture of this class, the Madonna 
with several Saints, and the Pesaro family as donors, a work 
of the finest truth and life, is in S. Maria dei Frari at Venice. 
Others of great excellence are in the Dresden gallery. 

In other not very frequent pictures by Titian of this class, 
the so-called santa conversazione is more freely arranged. 
The saints are represented sittings or standing unrestrainedly 
together, conversing with each other. The Madonna's throne, 
which, in the pictures of the Vivarini and of Bellini, always 
divided the groups of saints, is here introduced on one side, 
or is entirely omitted. In the latter instances the Virgin is 
seen above in a glory of light, while the conversation is carried 
on below in easy groups. In these works the object of edifi- 
cation is naturally lost sight of, and they present only an 
assemblage of fine and powerful human beings, who appear 
not always to be brought together by religious interests alone. 
A splendid altarpiece of Titian's later time may be quoted as 
a specimen of his pictures of this class. St. Nicholas, in full 
episcopal costume, is gazing upwards with an air of inspiration, 
St. Peter is looking over his shoulder at a book, and a beau- 
tiful St. Catherine b on the other side. Farther behind, iij 
ecstasy, are St. Francis and St. Anthony of Padua ; on the 
left, St. Sebastian, whose figure recurs in almost all these 
pictures. Above, in the clouds, with angels, is the Madonna, 
who looks cheerfully on, while the lovely Child throws a gar- 
land of flowers down below.' Excellent pictures of this kind 
are in Munich, especially in the Leuchtenberg Gallery. The 
figure of John the Baptist, as large as life, with all its beauty 
is not of a decided character, and is imbued rather with the 
expression of gentle sorrow than of high presentiment. The 
large St. Jerome, in a grandly wooded rocky landscape (the 
best specimen of this picture is in the Louvre), is an imposing 

* [Or rather holds a wreath as if ready to crown a votary ; two infant 
aiigels also hold wreath8.*-£D.] 
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representation of overwhelming repentance, and may be con- 
sidered one of those subjects of Titian which most impressed 
the minds of the painters of the seventeenth century. One of 
the best specimens of the often repeated representation of the 
Magdalen is in the Barberigo palace ; others are in the Escu- 
rial, in the Pitti palace, in the Studj Gallery at Naples, in 
the Doria Palace at Borne, &c. These pictures represent 
grief of no profound or moral character, but rather a beauti- 
£al woman, whose repentance will not be of any great duration. 
A grand altarpiece, Tobit with the Angel, is in the church of 
St. Catherine at Venice : the assistance o£ Titian's scholar, 
Santo Zago, is thought to be discernible in it. ^ Titian excels 
in those subjects in which the external repose of the figures 
affords an opportunity for the development of hb peculiar 
excellence. Even in the Assumption and Entombment above 
mentioned this is observable, but it b less so in those more 
rare works in which an animated action is necessary. Such 
subjects are foreign to his nature, and the constraint is evident. 
This is the case, for instance, in the Christ crowned with 
Thorns, in the Louvre, where the painter hardly seems at 
home in the representation of the rude and the violent. Even 
in his two most celebrated historical pictures, g^eat as were 
his powers of life and animation, we observe that his sphere 
lay more in the representation of existence than in that of 
action. One 6f these two great pictures, the St. Peter Mar- 
tyr, in S. Giovanni e Paolo at Venice, is hardly a happy con- 
ception for a colossal altarpiece. The Saint is looking up to 
heaven, in expectation of death. His sufferings are seen most 
in the furious spring of the murderer, and in the terrified 
action of the disciple. The landscape — the border of a dark 
wood, with fine clouds, and the mountains seen behind in 
bright twilight — is one of Titian's invariably masterly scenes.' 

* [Another picture of this subject, unquestionably by Titian, is or was in 
S. Marziale. See Zanetti, Delia Pittura Yeneziana, pp. 107, 108. — ^Ed.] 

' [It has not been thought necessary to notice every instance where the 
judgments of the author differ from received opinions, but it is impossible to 
suffer the above remarks on the Pietro Martire to pass without at least 
observing that the majority of critics have long placed this picture in the 
highest rank of excellence. The Christ crowned with Thorns is unsurpassed 
in colour, but the Pietro Martire has been always considered as excellent in 
invention as in the great qualities which are peculiar to the painter. Having 
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The Martyrdom of S. Lorenzo, an altarpiece of equally colo^ 
sal dimensions, in the Jesuits' Church at Venice, is a picture 
of incomparably more importance (like the Peter Martyr it 
has suffi^red considerably). The fine, nobly foreshortened 
figure of the Saint, lighted above by a beam of heavenly 
glory, and below . by the fire, exhibits far less the physical 
suffering than the sacred fortitude of the Martyr — ^to the 
astonislmient of the rude tormentors around him, some of 
whom show their feelings in increased malignity, others in 
admiration or in flight ; only a hardened veteran remains 
untouched, and continues looking at the Saint without any 
change of emotion. To this is added an effect of light such 
as is perhaps unique in painting — the fire, the ray from above, 
the light from two pans of burning pitch, altogether producing 
a combination of light and reflection in the nocturnal scene 
which, in themselves, would have given the highest value to 
the commonest composition. 

Titian executed important pictures, principally of historical 
subjects, in the Palace of the Doge : they were destroyed by a 
fire which consumed almost the whole interior of the edifice, 
about the middle of the sixteenth century. A fresco of St. 
Christopher, painted over a small staircase next to the chapel,^ 
is preserved. The head is fine ; the rest of the figure very 
mediocre. In the Palazzo del Consiglio at Verona, an histori- 
cal picture of very large size is ascribed to him. In this the 
Doge of Venice is represented on a throne, on each side of which 
are the senators in red costume ; on the right, the Sclav onian 

said thus much, it maybe granted that the author's general remark respecting 
Titian's superior treatment of grave subjects appears to be well founded, and 
instances of exaggerated action might undoubtedly be quoted. A certain 
imitation of Michael Angelo is to be recognized in some of Titian's works in 
the most vigorous period of his career ; but this imitation seems to have been 
confined to qualities (such as contrast in action and grandeur of line) which 
were analogous to his own characteristic excellences. The Friar escaping 
from the Assassin, in the Pietro Martire, is as fine an example of the union of 
these qualities in form as is to be found in the works of any painter : other 
instances were perhaps less successful. For the rest, the taiste was not per- 
manent in Titian : he returned to that ** senatorial dignity " which Reynolds 
has pointed out as one of his prominent qualities, and in this view the remark 
of the author must be allowed its due weight. The description which follows 
of the picture representing the martyrdom of S. Lorenzo must be understood 
to refer to the original appearance of that work; at present, parts of it are 
so much darkened as to be scarcely visible. — Ed,] 
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guard ; on the left, in white silk habiliments, the councillors 
of Verona, delivering up the banner and keys of their city 
to the Doge. Above, in the clouds, is the Virgin, with St. 
Mark and S. Zeno, the patron saints of Venice and Verona. 
The composition of this picture is not remarkably grand. In 
some parts (the figures of the saints for instance) the hand of 
an inferior artist is easily to be recognized. The portrait- 
heads are, however, very excellent, and full of life. 

In the representation of the naked female form, Titian dis- 
plays peculiar mastery ; the magic of his colouring is here 
developed in its fullest power. It must be remarked, how- 
ever, that thb very mastery over his materials not unirequently 
betrays him into an ostentatious exhibition of it, so that where 
we look for artlessness, for example in the freedom of domestic 
retirement, we find sometimes a studied display of beautiful 
limbs. This is very striking in a comparison between the two 
&mous Venuses in the tribune of the UflSzj in Florence. The 
artlessness of one (she holds flowers in her hand — in an ad- 
joining apartment women are taking garments out of a chest) 
powerfully ^cinates the beholder ; the other (with Love 
standing behind), although displaying equal mastery in the 
execution, leaves the spectator cold. For the rest, the first- 
mentioned b wonderfully true to nature : the figure appears 
quite surrounded by light, for she reclines on a white drapery 
before a light background, yet the forms are exquisitely 
rounded, and are very powerful in colour. Similar pictures 
are frequent — for example, at Dresden ; in the gallery at 
Naples there is a beautiful Danae ; another is at Vienna ; 
other specimens of the kind are in England : a celebrated 
picture b in the gallery at Cambridge ; in thb instance Venus 
b personated by the Princess of Eboli, and Philip II. playing 
the lute sits beside her. Other excellent pictures of a similar 
class are also in England : two large ones of Diana and her 
Nymphs in the Bath are in the Stafibrd Gallery ; in one the 
subject of Actseon is introduced — in the other the Disgrace of 
Calbto. Both these pictures belong to the later period of the 
master, and are greater in general effect than in execution. 
A repetition by his own hand of the picture of Calisto, painted 
for Philip II., is in the Madrid Gallery ; another in the Bel- 
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vedere at Vienna. A charming picture of Venus rising firom 
the sea and drying her hair is in the Staffi>rd Gallesy also^- 
near her is a floating shelL Another, of Venus trying to 
keep Adonis from the Chase, is in the Madrid Gallery ; a 
second original repetition is in the Barberigo palace at 
Venice; another is in the English National Gallery. In 
the Barberigo palace there is a picture of Venus (a half- 
length figure), with Cupid holding a mirror before her ; also 
a picture of a Nymph embraced by a Satyr. An Equipment 
of Cupid is in the Borghese palace : Venus is binding his 
eyes, whilst another amorino leans whispering over her 
shoulder, and two Graces bring the bow and quiver. Although 
somewhat mannered, and assimilating to the style of Paul 
Veronese, this picture is remarkable for the cheerfid life and 
naivety which pervades it. Three splendid pictures painted 
by Titian in 1514, for Alphonso Duke of Ferrara, represent 
larger mythological scenes in a rich landscape : two of them, 
the Arrival of Bacchus in the island of Naxos, and a Sacrifice 
to the Goddess of Fertility, are in the gallery at Madrid ; 
the third, Bacchus and Ariadne, is in the National Gallery at 
London. This is the most poetic and charming conception of 
the ancient myth, full of beauty and fiEincy, with severer and 
nobler forms than Titian's later works usually exhibit. Gio- 
vanni Bellini's already mentioned Bacchanalian scene with 
Titian's landscape is supposed to have been the fourth picture 
of this class. Another Bacchanalian scene. In the Madrid 
Gallery, ia also of the highest beauty. It represents a party of 
youths and maidens, chiefly undraped, revelling in the open air 
— some drinking and singing, and others dancing in sportive 
groups. The only studied figure is a bacchantin sleeping 
in the foreground.^ The celebrated Venus del Pardo, in thd 
Louvre — ^properly speaking Jupiter (transformed into a Satyr) 
and Antiop^*-has been much injured, and is now chiefly dis* 
tinguished for its gprand and beautiful landscape. A picture 
of the greatest power of this class is in the Munich Grallery ; 

1 [This picture is one of the three painted for the Dnke of Ferrara : con- 
sequently, the snhject called by the author ' The Arrival of Bacchus in the 
Island of Naxos ' is either identical with it or with the ' Bacchus and 
Ariadne ' in the National Gallery. See Ridolfi, Le HeraTiglie dell' Arte, 
p. 142.— Ed.] 
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it represents Venus initiating a young maiden into the mys- 
teries of Bacchus. The principal figures of this piece are 
repeated in several other pictures— for instance, in a picture 
in the Imperial Gallery at Vienna, representing the Marchese 
del Vasto with his mistress and other figures. 

Titian composed also many charming pictures in that 
romantic symbolical style which Giorgione had developed : 
one of them, called " The Three Ages," represents a young 
shepherd and a fair girl seated together on the grass, his hand 
resting on her shoulder, while she looks at him with an ex- 
pression of innoc^ice and sweetness ; on one side are three 
winged children, two of them sleeping, the other just awakened ; 
in the distance an old man, surroimded with the bones of the 
dead. This is one of the most beautiful idyllic groups of 
modern creation, and the spectator involuntarily partakes of 
the dream-like feeling which it suggests. There are two 
original pictures of this scene : the one in the Bridgewater 
Gallery in XiOndon ; the other in the Manfrini palace at 
Venice. An excell^it copy by Sassoferrato, but conceived in 
a very different spirit, is in the Borghese palace at Eome. 
The beautiful picture called " Sacred and Profane Love " is 
also in the Borghese Palace. Two female forms are seated 
on the edge of a sarcophagus-shaped fountain, the one in a 
rich Venetian costume, with gloves, flowers in her hands, and 
a plucked rose beside her, is in deep meditation, as if resolving 
some difficult question. The other is unclothed ; a red drapery 
is falling behind her, while she exhibits a form of the utmost 
beauty and delicacy ; she is turning towards the other figure 
with the sweetest persuasiveness of expression. A Cupid is 
playing in the fountain ; in the distance is a rich, glowing 
landscape. 

Finally, Titian may be considered as the finest portrait 
painter of all times. He was not content with giving his 
subjects all that was grand and characteristic in style : he also 
gave them the appearance of dignified ease. He seems to 
have taken them at the happiest moment, and thus has left us 
the true conception of the old Venetian, by the side of whom 
ftll modern gentlem^ look poor and small. For however 
riph and gay the costume may be, it is the noble consciousness 
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of existence which engrosses our attention in such pictures. 
But it is his female portraits, above all, which are to be 
admired, especially those few which go by the name of 
" Titian's Mistress." That portrait known by this appella- 
tion in the Louvre is a specimen of the fullest and most lavish 
beauty. The same head is repeated with equal beauty in the 
so-called " Flora," in the Gallery of the Uffizj at Florence, 
who is represented with her golden tresses flowing loosely 
over her naked shoulders and bust, holding flowers in her 
right hand, and a piece of violet-coloured drapery in her left. 
His more proper portraits are ^* La Bella di Tiziano," in the 
Pitti palace, a ripe beauty in a blue gold-embroidered dress, 
with violet and white padded sleeves and gold chain. Also 
another splendid serious beauty, known by the same name, in 
red and blue silk dress, in the Sciarra Gallery at Rome. The 
so-called Slave (a totally unmeaning name), in the Barberini 
palace at Rome, probably a mere school picture, of grand 
beauty, but with too clumsy a style of drapery, too cold an 
expression, and too brown a carnation for Titian. We pass 
over numerous other female portraits. Of his family portraits 
the first in value is that of the family Comaro kneeling before 
the Host, in the possession of the Duke of Northumberland 
In London. His male portraits are so numerous in every 
gallery in Europe that it is diflicult to name the most impor- 
tant. Li the liouvre we find the Marchese del Guasto with 
his mistress, to whom Cupid, Flora, and Zephyr are bringing 
gif^s ; also King Francis I. (probably not from life, but from 
a medallion), and several others of the highest value. In the 
Manfrini palace at Venice, the portrait of Ariosto ; in the 
Barberigo Palace, Pope Paul III. ; in the gallery of the 
Uffizj at Florence, Charles V. in armour, and a young warrior 
with others ; in the Pitti palace, Pietro Aretino (a repetition 
of the same is at Munich), Cardinal Ippolito di Medici, in a 
gorgeous Hungarian costume, and Philip II., a full-length 
figure ; in the Corsini Palace at Rome, Philip II., a half- 
length figure, admirably conceived ; in the Colonna palace at 
Rome, Onofrius Panvinius ; in the Berlin Museum, the Ad- 
miral Moro, and others. Finally, we may mention the often 
repeated picture of Titian's daughter Lavinia. One of the 
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finest specimens is in the Berlin Museum. Here the beautiful 
and splendidly attired girl is holding up a plate of fruit. 
Other repetitions exist— one probably in Petersburg, another 
in the possession of Lord De Grey in London, where, instead 
of fruit, she is holding up a jewel casket ; a fourth is in the 
Madrid Grallery,* but here it becomes an historical representa- 
tion ; it is the daughter of Herodias, who carries the head of 
John the Baptist in a charger : the costume is treated with 
more freedom, the action is more impassioned, and the whole 
is strikingly poetical. In his '* Nymph and Satyr," in the 
Barberigo palace, we recognize the same head. In his later 
works Titian is somewhat mannered ; he persevered in paint- 
ing even to extreme old age — slow to believe that his eye or 
mind had become weak. Even the frescoes from the life of 
St. Anthony, executed by himself and his pupils, in the so- 
called Scuola del Santo in Padua, bear the impress of his 
declining years. At the same time, even in his very latest 
productions, there is plenty that is admirable and little that is 
objectionable ; the diminution of his powers being less appa- 
rent in the mannerism of his forms than in the indecision of 
his composition. There is great animation in hb Annuncia- 
tion, in S. Salvatore at Venice : the head of the angel — in 
character like that of a bold and beautiful youth — and the 
mirth of the cherubs in the heavenly glory, are all sufficient 
to make us overlook the very mediocre representation of the 
Virgin. The Transfiguration, in the same church, evinces 
also no want of power, nor even of strong emotion ; the forms 
only are more undecided. His latest work, not quite com- 
pleted by himself— a Descent from the Cross, in the Academy 
at Venice — shows certainly that his hand trembled beneath 
the weight of ninety and nine years ; but the conception of 
the subject is still animated and striking, the colours still 
glowing, while, Titian-like, the light still flows around the 
mighty group in every gradation of tone. 

It only belongs to us to point to that peculiar treatment of 
landscape by which Titian became the founder of a new 



* See the author's Essay on these different representations in the Museum, 
Butter fur bildende Kunst, 1833. No. 30. 
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school in this Hne.^ A native of the Alps as he was, the 
mountains, villages, and trees of his own Friuli were often 
introduced into his glowing pictures ; not that he aimed at the 
fantastic in style, like the old Netherlanders, \mt at the 
legitimately beautiful ; not at the quantity of subject, like the 
early Florentines, but at the grand and the simple ; in his 
hands groups and colours became harmonious. His influence in 
this department probably informed the school of the Carracci, 
so that Foussin and Claude Lorraine may be considered as 
directly derived fiom him. Whether he ever treated land- 
scape as the principal subject we must leave undecided, but it 
is certain that in many of his pictures the figures are secondary 
in importance. A Freaching of John the Baptist, in Devon- 
shire House, in London, serves only as the basis on which he 
raises a richly poetical landscape with grand hilly forms. 

This great artist formed very few scholars, but had many 
imitators. They endeavoured to adopt his style, and if they 
have left no work of the highest rank, th^ were at least pre- 
.served from the errors of mannerism by following nature in 
the path to which they were guided by him. Among these 
are many artists of his own family — ^his brother Francesco 
Vecellio, by whom is a clever altar-picture in Berlin ; his son 
Orazio Vecellio, a distinguished portrait-painter ; his nej^w, 
the fidthful companion of his journeys, Marco Vecellio, by 
whom are some tolerably good works in the palace of the 
Doge in Venice, and in S. Giovanni Elemosinario. Santo 
Zago ^Iso, and Girolamo di Tiziano, properly speaking Giro- 
lamo Dante, are good copyists of the master. 

Boni£mo Veneziano (1494-1563) is a dignified and able, 
though occasionally a somewhat mechanical painter of the 
Venetian school, and a good imitator of Titian. He is a proof 

* [Landscape-painting in Italy, however independent in its perfection, 
appears in its origin to have been indebted, in more than one instance, to a 
German influence. Yasari distinctly says that Titian kept some German 
landscape-painters in his house, and studied with them for some months. In 
Bologna it is probable that Denys Calvart, a Flemish artist, first excited the 
emulation of the Carracci, Domenichino, and others, who, in the end, formed 
so distinguished a school of landscape-painters. In both these instances a 
certain resemblance te the German manner, however differently modified by 
the character of the schools, is to be recognized, especially in the mnbellated 
treatment of the foliUge. — Ed.] 
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of how much may be done with time and opportunity even 
with second rate talents. Venice is rich in his pictures. 
Among them, the most attractive, by their ability and un- 
affected treatment, are those of Saints simply arranged, 
and Holy Families. In larg^ compositions he does not suc- 
ceed ; they want both the truth and energy of Titian, and the 
permanent force of his colours. Still, his sacred subjects, of 
which a great number exist, please us by the multitude of their 
animated and agreeable forms, and here and there by their 
charming and romantic mode of treatment. As a specimen 
we may especially mention ** The Rich Man's Supper," in the 
Academy at Venice. The time is the afternoon, the place 
.an open hall, with a table, at which the rich man is seated 
between two female figures ; the one with her hand on her 
heart seems to be assuring him of h^ fidelity ; the other is 
listening thoughtfully to a lute player, and to a half-kneeling 
violoncellist, whose music is held by a Moorish boy ; while a 
bearded young noble overlooks the group. On the lefl are 
two pages drinking wine ; on the right Lazarus the beggar 
being turned away by a servant with a dog ; in the background 
is a stately garden, with falconers, pages, and grooms. Boni- 
hzio's latest pictures are one and all insipid and very man- 
nered. 

Andrea Schiavone is another good imitator of Titian. A 
beautiful Adoration of the Shepherds by him is in the Impe- 
rial Gallery at Vienna; also an excellent Madonna with 
Angels (whole length figures), in the Academy at Venice ; 
the Murder of Abel, a piece of fine foreshortening, with a 
beautiful wooded landscape, in the Pitti palace, and many 
others. His colouring is fine, but his heads are generally 
insipid, and his forms careless and undecided. A Christ before 
Pilate, in the Studj Gallery at Naples, is ascribed to Schia- 
vone ; it is full of the defects we have mentioned ; the head 
of Pilate is, however, admirable — ^with his large glassy eyes 
he seems to ask ^^ what is truth ?*' 

Domenico Campagnola is also another good imitator of 
Titian ; his great talents excited the jealousy of the master. 
Four Prophets, half figures, by this artist, are in the Academy 
of Venice, and more important works are at Padua. Giovanni 
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Cariani of Bergamo, originally a follower of Giorgione, de- 
serves honourable mention ; graceful pictures by him are to 
be seen in his native city. The most excellent b a Madonna, 
removed from S. Gottardo, in Bergamo, to the Milan Gallery 
during the French domination; we are uncertain if it still 
remains there. The Madonna sits in a landscape, with a rich 
tapestry, supported by two angels behind her ; a number of 
saints are on each side : simplicity of arrangement, and a 
pleasing cheerful character, distinguish this picture. Gero- 
nimo Savoldo of Brescia is a not less clever imitator of Titian. 
A beautiful Adoration of the Shepherds, by him, is in the 
Manfrini Gallery in V«iice ; also a finely painted, but other- 
wise unimportant Transfiguration in the Uffizj at Florence, — 
two holy hermits in the Manfrini Gallery ; and a pleasing 
female figure in the Museum at Berlin. Still more important 
than all these, is Calisto Piazza of Lodi (see p. 231) ; a number 
of his works, representing the life of John the Baptist, are in 
the church " dell' Incoronata " at Lodi : in purity of senti- 
ment and depth of character they may vie with the finest works 
of the school. Some earlier paintings by him are at Brescia, 
in S. Maria di Calchera (in the sacristy of S. Clemente), 
which partake more of the Lombard style. His first principal 
picture in the Venetian style (in which the influence of Gior- 
gione is visible) is an excellent Assumption of the Virgin — 
1533 — in the parish church at Codbgno. He afterwards 
resided some time in Spain. 

Alessandro Bonvicino of Brescia, commonly called II 
Moretto di Brescia (1500-1547), has a style of his own. He 
adhered at first closely to Titian's manner, but afterwards 
adopted much of the Roman school, and by this means formed 
a mode of representation distinguished for a simple dignity, 
and tranquil grace and stateliness, which occasionally deve- 
loped itself in compositions of the very highest character. In 
such cases he evinces so much beauty and purity in his 
motives, and so much nobility and sentiment in his characters, 
that it is unaccountable how this master should, till within the 
last few years, have obtained little more than a local celebrity. 
His colouring is colder than that of most Venetian painters, 
but not less harmonious. He is most Successful in tranquil 
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altar-pieces ; his talents not being adapted to the animation 
requisite for historical painting. He has left excellent works 
in his native city — ^an Assumption of the Virgin is in S. 
Clemente, a St. Joseph in S. Maria delle Grazie, and a beau- 
tiful Coronation of the Virgin in S. Nazario. Other works 
by him have also recently found their way to foreign coun- 
tries : a Madonna worshipped by two Saints was in the collec- 
tion of Mr. Solly in London— a Judith in the Hermitage at 
St. Petersburg, there unaccountably denominated a Raphael, is 
now ascribed to Moretto— a picture of the Virgin, as she is 
supposed to have appeared in Brescia, is in the possession of 
M. von Qiiandt at Dresden. Far more remarkable, however, 
is the large altar-piece, now in the Stadel Institution at 
Frankfort, representing the tender and dignified figure of the 
Madonna enthroned between St. Anthony and an admirable 
St. Sebastian. In the Imperial gallery at Vienna is a St. 
Justina (there called a Pordenone), with the kneeling figure 
of Duke Hercules of Ferrara beside her. The countenance of 
the Saint is sweet, mild, and thoughtful, and the head of the 
Duke very fine. Two excellent pictures of Saints are also in 
the Louvre. Finally, the Berlin Museum possesses, besides a 
few smaller works by Moretto, a colossal Adoration of the 
Shepherds of great excellence; also a large votive picture, 
which is one of the finest works of the master. The Virgin 
is seated above in the clouds, with the two children and St. 
Anna, surrounded with beautiful infant angels : this is perhaps 
the noblest representation of a Holy Family that the Venetian 
school produced. Two priests are kneeling below in profound 
devotion ; the one an amiable looking old man, the other a 
truly lofty figure, full of the intensest self-resignation : a rich 
landscape forms the background. Moretto was distinguished 
by a childlike piety ; when painting the Holy Virgin he is 
said to have prepared himself by prayer and fasting. 

The celebrated portrait-painter Giovanni Battista Moroni 
was the scholar of this Moretto ; he flourished in the second 
half of the sixteenth century. His portraits are full of life, 
and are painted with great individual truth, but they are 
never conceived in an elevated feeling ; hence his figures are 
limited in their attitudes — ^just, in fact, as they sat to thf 
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painter. Titian's portraits, on the contrary, are distinguished 
by the grandest picturesque roundness of composition and 
complete filling up of the space/ In his carnation Moroni 
has a certain taidency to violet tints, but is excellent in re- 
presenting all the various materials of dress, etc. His paint- 
ings are to be found in many galleries, the Venetian Academy, 
the Manfrini gallery in Venice, the Uffizj in Florence, etc. 
His own animated and interesting portrait is in the Berlin - 
Museum. His portrait of a Jesuit in the Duke of Sutherland's 
gallery in Stafford House is a master-piece of art. In histo- 
rical pictures Moroni is unimportant. Contemporary with 
Moretto, in Brescia, flourished Girolamo, called II Romanino, 
an artist who likewise qpnfined himself principally to the style 
of the Venetian school, but who modified it in a peculiar man- 
ner. While Moretto distinguished himself by simplicity and 
repose, Girolamo displays in his compositions a &ntastic and 
lively imagination; occasionally also a certain grandeur of 
pathos, the more striking from the simple and almost slight 
treatment of his details. Considerable works by this master 
occur in various places. The Sacristy of S. Justina at Padua 
contains a stately Madonna enthroned. A dead Christ with 
the group of mourners around (1510) is in the Manfrini palace 
at Venice. This is a truly grand work, conveying a touching 
expression of grief. In the Museum at Berlin there is an 
altar picture, with several saints and a great variety of acces- 
sories ; also a Descent from the Cross, from the Casa Brug- 
noli at Brescia, considered Romanino's chef-dTcetivre ; a some- 
what coarse picture, but of striking power in conception and 
colotir. 

Girolamo Muziano, a scholar of Romanino, was employed 
at a later period in Rome, where he became one of Michael 
Angelo's best imitators. At all events his chief picture, the 
Preaching of S. Jerome to his Monks in the Desert, in S. 

1 [The superiority of Titian to Moroni may be readily admitted, but in 
choice of attitude and the absence of constraint the latter must be allowed a 
high degree of merit. It would be difficult to select a more remarkable 
example of this kind of excellence than the portrait miscalled ' Titian's 
Schoolmaster/ in the gallery of the Duke of Sutherland. Bidolfi tells as 
that Titian was in the habit of recommending the distinguished inhabitants 
of Bergamo to sit to Moroni for their portraits. — Ed.] 
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Maria degli Angeli at Rome, is a work of excellent anange- 
m&at and admirable expression. Other productions of this 
painter are mannered in style. Another scholar of Romani no's, 
Lattanzio Grambara, is honourably distinguished by historians 
of art. His scholar, Giovita Bresciano, sumamed II Brescia- 
nino, was a clever painter in the later Venetian manner. 

Giovanni Antonio Licinio Regillo da Pordenone (1484- 
1539), so called from his birth place, formed a manner in- 
dependent in a great d^ree of Giorgione and Titian, and was 
a decided rival of the latter. He rarely rises to an animated 
style of composition,* but generally confines himself, even 
where such a treatment is least appropriate, to a simple ar- 
rangement of figures. His heads seldom exhibit any impas- 
sioned expression. His particular excellence is the wonderful 
softness and tenderness (morbidezza) with which he painted 
flesh : in this he is not surpassed even by Titian himself. He 
is distinguished in portrait-painting, and frequently introduces 
several heads into one picture ; that of his own family is in 
the Borghese palace in Rome. Another of Himself, with 
his Scholars, is in the Manfrini Palace in Venice. There are 
many excellent altar-pictures by Pordenone in Venice, particu- 
larly one in the Academy, a Madonna with Saints, very grace- 
ful and dignified. His celebrated S. Lorenzo Giustiniani 
attended by Saints, a much less important wcwrk, was formerly 
in S. Maria dell' Orto ; larger compositions by him are to be 
met with, for example, in S. Rocco in Venice — saints, with 
groups of indigent persons around them ; these, though exhi- 
biting more life and action, are somewhat mannered in parts : 
many more are in Venice and other parts of Lombardy . * The 
Woman taken in Adultery,* in the Museum of Berlin, is a 
very celebrated picture of his ; not so much from its action or 
expression of emotion, as from the great truth of character in 
the heads. Two large pictures by Pordenone — the Finding of 
Moses and the Adoration of the Kings — are in Burleigh House, 

* [This is hardly correct. In the town of Pordenone there are, or were a 
few years since, some very animated compositions by this artist, and he more 
than once painted the subject of Curtios leaping into the gulf on the outside 
of houses in and near his native place (see Maniago, Storia delle Belle Arti 
Friulane). The picture which the author proceeds to mention, in th 
Borghese collection, is by Bernardo Licinio : the name is inscribed. — Ed.] 
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there erroneously imputed to Titian and to Bassano : they are 
rich compositions and noble in execution. A Christ washing 
the Feet of his Disciples, in the Berlin Museum, appears, on 
the other hand, to have been the work of his latest time. The 
incident is very superficially conceived, and the execution very 
slight. 

Bernardino Licinio was the scholar and relation of Por- 
denone : he was similar in style, but generally less noble in his 
heads. A good altar-piece by him is in S. Maria de' Frari in 
Venice; admirable portraits are in the Berlin Museum. 
Other scholars are Calderairi, an excellent imitator of Porde- 
none, and Pomponio Amalteo, his son-in-law. An excellent 
fresco picture by this latter, representing the apocryphal story 
of Trajan and the Widow, is at Ceneda, near Bdluno. Other 
works of the kind by him are in the neighbourhood. 

A second painter, equally distinguished in his portraits, is 
Paris Bordone (1500-1570) : he also took a peculiar path. 
He formed himself on Giorgione's works, but avoided his 
severity ; adopting afterwards so much of Titian's manner that 
his works might often bear that master's name. He is remark- 
able for a delicate rosy colouring, which indeed sometimes 
borders on effeminacy. His female portraits, of which there 
are many in the galleries of Munich, in the Belvedere and 
Esterhazy galleries in Vienna, the Manfrini collection in 
Venice, the Uffizj in Florence, &c., are sweet and graceful, 
although not very intellectual in conception. Like Porde- 
none, he is unimportant in large compositions ; his altar pieces, 
chiefly Madonnas with Saints, have something of the spirited 
excitement of Corr^gio, only without his naivete; his heads 
are excellent. Two pictures of this description are in the 
Berlin Museum. His most celebrated picture is in the Aca- 
demy of Venice, and alludes to the Tempest, by Giorgione, 
already described. Here the fisherman, who was present when 
the saints stilled the tempest, presents a ring to the Doge, 
which he had received from S. Mark as a pledge of the patron 
saint's gracious disposition towards Venice. The picture is 
rich in figures, simple, but of no great power ; the splendid 
execution, however, gives it the most attractive air of truth, to 
which the view of the grand Venetian buildings much contri- 
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butes. The most signiiicant picture of Bordone's is perhaps 
the Tiburtine Sibyl. An altar is still burning on which Au- 
gustus has oflfered up his fruitless sacrifices, while the sibyl, a 
female of the most beautiful Titian type, stands before him 
and his followers, pointing in the distance to the new-born 
Saviour. In colouring also, this picture is one of the master's 
chef-iTcauvres, His celebrated Paradise, also in the Academy, 
formerly in the church of Ognissanti, at Treviso, is very feeble. 
His small pictures, such as a Madonna with the Child and 
Mary Magdalene, in the Manfrini palace, and a Riposo during 
the Flight into Egypt, in the Pitti palace, are more pleasing. 
Another representation of this subject is in the Bridgewater 
Gallery. 

We conclude this account of the Venetian artists who 
flourished toward the middle of the sixteenth century yaih 
Battista Franco, il Semolei, who studied in Rome, and is 
classed among the imitators of Michael Angelo. In the 
small number of his works existing in Venice, he appears as a 
moderate follower of the Florentine or Roman style, which he 
combines well with that of Venice. He is particularly pleasing 
in small decorations in the compartments of ceilings, as in the 
Scala d'Oro of the Palace of the Doge, and in a chapel of S. 
Francesco della Vigna, at Venice. In larger works (the 
most important are in this same chapel) he is more mannered. 
An excellent portrait of Sansovino, by him, is in the Berlin 
Museum. 

The school of Venice continued to flourish, and to retain a 
real and vital originality, for a much longer period than any 
other school in Italy. This superiority is to be attributed on 
the one hand to certain favourable external circumstances, 
and on the other to the healthful principle of the school, viz., 
the study and imitation of nature. It cannot be said that the 
artists of the second half of the century, whom we now pro- 
ceed to consider, equalled in their collective excellence the 
great masters of the first, but in single instances they are fre- 
quently entitled to rank beside them. 

At the head of these is Jacopo Robusti, surnamed, from his 
fether's trade, Tintoretto (the dyer), (1512—1594). He was 
one of the most vigorous painters that the history of art 

X 
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exhibits ; one who sought rather than avoided the greatest 
difficulties, and who possessed a true feeling for animation 
and grandeur. If his works do not always please, it must 
be imputed to the foreign and non- Venetian element which 
he adopted, but never completely mastered, and to the times 
in which he lived. In our next chapter we shall say more on 
this head : here it is sufficient to remark that Venetian art had 
&11en into the mistaken path of colossal and rapid productive- 
ness, and that Tintoretto was the painter who paid the greatest 
penalty for this taste. His off-hand style, as we may call it, 
is, it is true, always full of grand and meaning detail : with a 
few patches of colour he expresses sometimes the liveliest 
forms and expressions ; but he fails in that artistic arrange- 
ment of the whole, and in that nobility of motives in parts, 
which are necessary exponents of a high idea. His composi- 
tions are not expressed by finely studied degrees of participa- 
tion in the principal action, but by great masses of light and 
shade. Attitudes and movement are taken immediately from 
common life, not chosen from the best models. "With Titian 
the highest idea of earthly happiness in existence is expressed 
by beauty ; with Tintoretto in mere animal strength, some- 
times of a very rude character. 

The manner in which Tintoretto formed his peculiar style, 
resulted from the reproach at that time cast upon the 
Venetian school. He was for a short time in the school of 
Titian, but not continuing on good terms with his master, 
he soon quitted him, in order to follow a path of study of 
his own. In the painting-room which he occupied in his 
youth he had inscribed, as a definition of the style he 
professed, " The drawing of Michael Angelo, the colouring 
of Titian." He copied the works of the latter, designed 
from casts of the Florentine and from antique sculpture, par- 
ticularly by lamplight, to exercise himself in a more forcible 
style of relief; he made models for his works, which he 
lighted artificially, or hung up in his room, in order to 
make himself master of perspective appearances, so little 
attended to by the Venetians. By these means he united 
great strength of shadow with the Venetian colouring, which 
gives a peculiar character to his pictures, and is very success- 
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fill when limited to the direct imitation of nature. But setting 
aside the impossibility of combining two such totally different 
excellences as the colouring of Titian and the drawing of 
Michael Angelo, it appears that Tintoretto's acquaintance 
with the works of the last-named master only developed his 
tendency to a naturalistic style. That which with Michael 
Angelo was the symbol of a higher power in Nature, was 
adopted by Tintoretto in its literal form. Michael Angelo 
made use of naked figures in his Last Judgment to express 
the artistic and poetic thought with abstract largeness. Tin- 
toretto introduces them as mere idle accompaniments, for the 
sake of their fine muscular drawing or foreshortening. The 
works, even of his better time, are generally slight in treat- 
ment ; later they became unmeaning in invention, and coarse 
and mechanical in execution. Added to this, a premature 
darkening of the colours has lowered most of his pictures. 

Under these circumstances it is not surprising that Tinto- 
retto's portraits should be found invariably belonging to the 
better class of his works. Here his conception is free, and even 
grand, and generally combined with a purer and more careful 
execution. Three admirable portraits are in the Berlin Mu- 
seum, and that of a bald-headed man with a beard is in the 
Louvre. Several are in English galleries, and among them 
two Dukes of Ferrara, with servants and pages, offering up 
their devotions in a church, in the collection at Castle Howard. 
Next to these in interest are those of his historical pictures 
(chiefly dating from his earlier time) in which he has intro- 
duced a rich poetical landscape. A Sacrifice of Isaac, and a 
Temptation of Christ, are in Castle Howard ; a party of 
Musicians, in the Gallery of the Duke of Sutherland, in Lon- 
don. Altogether the earlier pictures by Tintoretto are not 
only more glowing in colour, but of a finer and more naive 
composition ; for instance the subject of Vulcan, Venus, and 
Cupid, in the Pitti Palace. The same remarks apply to his 
sacred subjects: the Birth of the Virgin, with a glory of 
angels above, in the sacristy of S. Zaccaria at Venice. An 
altarpiece in S. Giovanni e Paolo, the Madonna with saints, 
and kneeling senators ; another in the Venetian Academy ; and 
others elsewhere. Also a spiritedly conceived Adoration of 

X 2 
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the Shepherds, at Castle Howard, and a fine Entombment of 
Christ, in the Bridgewater Gallery. Among his most cele- 
brated but, notwithstanding the excellence of colour and 
animation of composition, not his most pleasing pictures, is the 
Miracle of St. Mark, who rescues a tortured slave from the 
hands of the heathen, in the Academy at Venice : and a large 
Crucifixion, painted 1565, in the school of S. Rocco. This 
building, as well as the palace of the Doge, possesses a large 
number of his works.* In the latter there is also a remarkable 
representation of Paradise, seventy-four feet long, and thirty 
feet high, painted in oil, like almost all Tintoretto's, works.* 
It is in the greater council chamber, now the library, and 
contains an innumerable and unpleasant throng of hiunan 
figures; each group apparently alike distant from the eye, 
and therefore in no way standing out from the rest. Many of 
the figures, however, display much skill ; and those of Christ 
and the Virgin are fine and dignified. (A small and admir- 
able sketch of this picture by Tintoretto's own hand is in the 
Louvre.) Four good mythological pictures are also in the 
saloon of the Anti-coUegio, in the Doge's palace. On the 
other hand specimens of Tintoretto's most corrupt style may 
be seen in two enormous pictures — a Last Judgment, and the 
Adoration of the Golden Calf, in S. Maria dell' Orto^ and 
in a Last Supper in S. Trovaso. Nothing more utterly dero- 
gatory both to the dignity of art and to the nature of the 
subject can be imagined than the treatment of the Last 
Supper. St. John is seen, with folded arms, fast asleep, 
whilst others of the Apostles, with the most burlesque ges- 
tures, are asking " Lord ! is it I ?" Another Apostle is 
uncovering a dish which stands on the floor, without re- 
marking that a cat has stolen in and is eating from it. A 

' [Reckoning the pictures in the ceilings (hut without reckoning some 
heads in the angles), there are fifty-seven works hy this astonishing painter 
in the Scuola di S. Rocco alone ; ihe greater part are very large, and the 
figures throughout are the size of life. The Crucifixion is a most extensive 
work, and, all things considered, perhaps the most perfect hy the master. — 
Ed.] 

* [Boschini (Ricche Minere, &c., cd. 1674) mentions some frescoes hy 
Tintoret of considerable extent at the Campo de' Gesuiti; others at the 
Serviti ; others on a house in the Sestier del Castello. Those on the exterior 
of the Pallazzo Gussoni are engraved by Zanetti (Varie Pitture a fresco de* 
principali maestri Veneziani. Ven. 1760.) — Ed.] 
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second is reaching towards a flask ; a beggar sits by, eating. 
Attendants, with page and maid-servant, fill up the picture. 
To judge from an overthrown chair, the revel seems to have 
been of the lowest description. It is strange that a painter 
should venture on such a representation of this subject scarcely 
a hundred years after the creation of Leonardo da Vinci's 
Last Supper. 

Among the scholars and imitators of Tintoretto, his son 
Domenico Tintoretto, and Jacob Rotterihammer, a German, 
may be honourably mentioned. Another scholar, Antonio 
Vascibracci, called Y Aliense, transplanted the style of this 
master to the quiet city of Perugia, having executed ten large 
wall pictures for the church of S. Pietro there. 

Several contemporaries of Tintoretto floiwished in Verona ; 
they stand in close relation to the school of Venice. Their 
principal pictures are to be seen in the churches, and in the 
gallery of the Palazzo del Consiglio, in Verona. To these 
belong Niccolo Giolfino, whose figures unite a peculiar grandeur 
with an expression of engaging gentleness. — Giambattista dal 
Moro, a scholar of Torbido, called II Moro (already men- 
tioned among the followers of Giorgione) : his pictures are 
impassioned, but somewhat exaggerated. — Domenico Ricci, 
called Brusasorci, more celebrated in Verona than the last 
named, but a mediocre artist, though generally clever in 
execution. — Paolo Farinato, sometimes grand, and the wor- 
thiest predecessor of Paolo Veronese, of whom we are about 
to speak. Farinato, though not always free from exaggera- 
tion, is clever and powerful, and is pleasing from his truth of 
imitation. 

All these artists, and Tintoretto himself, are excelled by 
Paolo Cagliari of Verona, surnamed Veronese (1528 — 1588).^ 
He lived chiefly in Venice, and formed himself, particularly 
in colouring, after Titian. It is true he did not equal that 
master in the perfection of his flesh tones, but by splendour of 
colour, assisted by rich draperies and other materials, by a 
very clear and transparent treatment of the shadows, by com- 
prehensive keeping and harmony, Paolo infused a magic into 
his pictures which surpasses almost all the other masters of 
* Outlines in Landon, Vies et (Euvres, etc., t. Paolo Veronese. 
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the Venetian school. Never had the pomp of colour been 
so exalted, so glorified, as in his works; his paintings are 
like full concerts of enchanting music. This, his peculiar 
quality, is most decidedly and grandly developed in scenes of 
worldly splendour ; he loved to paint festive subjects for the 
refectories of rich convents, suggested of course from par- 
ticular passages in the Scriptures, but treated with the greatest 
freedom, especially as regards the costume, which is always 
that of the artist's time. In these and similar examples we 
have the most beautiful display of grand architecture, the 
splendour of the precious metals in vases and so forth, the 
most brilliant and gorgeous costume ; above all, a powerful 
and noble race of human beings, elate with the consciousness 
of existence, and in full enjoyment of all that renders earth 
attractive. Instead of any religious interest, we are pre- 
sented with a display of the most cheerful human scenes and 
the richest worldly splendour. That which distinguishes 
Paul Veronese from Tintoretto, and which, in his later 
period, after the death of Titian and Michael Angelo, earned 
for him the rank of the first living master, was that beautiful 
vitality, that poetic feeling which, as far as it was possible, he 
infused into a sunken period of art. At the same time he 
adopted in many respects the naturalistic tendencies with 
which he was surrounded, so that his compositions may be 
occasionally said to run wild. The beauty of his figures is 
more addressed to the senses than to the soul, though even 
the most superficial of his innumerable works have a breath 
of grace and a plenitude of life which at that time had 
entirely departed from the other schools. In his later works, 
however, his colouring is sallow and negative, and is rendered 
even inharmonious by the introduction of a fiery red. 

Of the earlier pictures of this master not many are known. 
An excellent picture in the Berlin Museum, by an unknown 
hand, is painted in what we may conceive to have been Paul 
Veronese's youthftil style. It represents the Madonna and 
Child enthroned, with angels and saints before her, and 
others hastening to her; with St. Sebastian on the left, 
fastened to a tree. This last, with the infant Christ, and one 
angel, are the finest figures in the picture, many single portions 
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of which, as well as the excellent harmony of colouring, un- 
doubtedly indicate Paul Veronese, while other parts remind 
us of Giorgione, and the St. Sebastian of Pordenone. Other 
altarpieces occur in Venice and elsewhere ; one of the best, 
in S. Francesco della Vigna, is further interesting, as being 
a specimen of that latest style of composition for altarpieces 
which subsequently was adopted by the Netherlandish school. 
The Holy Family is above upon a terrace ; St. Anthony is 
seen below, turning towards the spectator, his pig at his side ; 
a female martyred saint seated by him is gazing upwards. A 
Resurrection of Christ, in the same church, is of later and 
slighter execution ; the perplexity of the guards is, however, 
excellent ; one of them is aiming blindly at Christ with his 
halberd. A Marriage of St. Catherine in the church of the 
same name is of the finest and most animated composition, 
and excellent in execution. A large Coronation of the 
Virgin, with a whole crowded paradise full of saints, in the 
Academy, is one of his late ofF-hand pictures. A very 
pleasing picture by Paul Veronese was in the collection of 
Signor Craglietto in Venice ; it represents the Madonna and 
Child, with Venice, characterized as a beautiful young 
Dogaressa, kneeling before them. Many of this master's 
pictures are in the Brera at Milan, and in the Louvre. 

The church of S. Sebastiano at Venice, where Paul Vero- 
nese lies buried, contains the best specimens of his historical 
pictures, in the closer sense of the word. Of the innumerable 
works of his hand with which the walls and altars of this 
church are decorated we can only mention the most sig- 
nificant ; and, first of all, the three very large pictures, 
representing the Death of St. Sebastian, executed (1560- 
1565) with the greatest care and with all the splendour of 
his colouring. The finest of these, representing the Saint 
going to the place of his martyrdom, belongs to the year 
1565. The scene is upon a flight of steps before a house : 
St. Sebastian, a fine, powerful figure, is hastening down them, 
while at the same time he turns to his fellow sufferers Marcus 
and Marcellinus, who follow him, bound, and points towards 
heaven with an inspired look. One of them is gazing on him 
with the profoundest faith, the other is looking round at his 
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sorrowing mother, who seeks to turn him from his purpose 
with her entreaties and reproaches. On the right a grey- 
headed fiither is ascending the steps, led by youths ; women 
and children also endeavour to intercept the martyrs, but 
these continue the path that leads to death with the noblest 
tranquillity. Innumerable figures are seen on balustrades 
and roofe, clinging to pillars, and crowded on the stairs, 
looking on in the greatest excitement. This picture displays 
a beauty of composition, a richness without an overcrowding 
of subject, and a power of expression and colour which in 
some respects entitles it to be considered the noblest of Paul 
Veronese's works. The two other pictures represent St. 
Sebastian pierced with arrows, and stretched upon the rack. 
The first is of the finest invention and execution. The saint, 
bound to a column, is looking longingly towards heaven, 
where the Madonna appears accompanied by beautiful angels ; 
next the saint are two splendid female figures, also praying 
to the heavenly vision; further below are three kneeling 
saints who regard the martyr with looks of astonishment. In 
the last picture it was not possible for the painter to idealize 
the horror of the scene, so that, in spite of its masterly con- 
ception, it does not stand comparison with the other two. 
The large wings of the organ, painted about 1560, contain, 
on the outer side, a beautiful representation of the Temple ; 
on the inner side the miracle of the pool of Bethesda ; the 
last again one of the most admirable of the master's pro- 
ductions. The lame and sick, seated along an arcade, are 
connected with the utmost skill in one group. An old 
man upon crutches is pointing with eager gestures to Christ, 
who has just healed a cripple by the power of his word ; 
behind, the Apostles are helping others of the healed out 
of the water. Among the ceiling pictures of this church 
the Crowning of Esther by Ahasuerus is the best. In other 
historical pictures his romantic tendency is here and there 
happily displayed : for instance, in a Baptism of Christ, and 
the Adoration of the Wise Men, in the Brera at Milan ; in 
the Finding of Moses, and in the Centurion of Capernaum, in 
the Dresden Gallery ; and in many others, especially in the 
Turin Gallery. In many of these compositions we miss that 
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which most Venetian masters are deficient in, namely, the 
strict relation of the subordinate allusions to the principal 
subject, and the careful arrangement of the groups ; but this 
quality was at that time departing even from the Roman 
school. Here we must also mention the almost innumerable 
mytholc^cal and allegorical pictures with which Paul Vero- 
nese, in his latter years, adorned the walls and ceilings of the 
Doge's palace and of other buildings. If, with many beauties 
to rivet the eye, we here miss the purity of form and the noble 
conception which Titian bestowed even on tfce most earthly 
subjects, we must lay the blame in great measure on the 
patron, who, according to the taste of the day, was insatiable 
in allegory of every description, and thus compelled the painter 
to the adoption of that naturalistic style which was necessary 
to infuse freshness into such subjects. At the same time we 
have the well-known Rape of Proserpine, in the Anti-collegio, 
and also Venice crowned by Fame, on the ceiling of the Hall 
del Maggior Consiglio, both represented in a manner which 
touches the heart of the spectator like heroic music. 

Paul Veronese's great reputation rests, however, principally 
on his generally colossal representations of festive meetings. 
The most celebrated of these pictures is the Marriage of Cana, 
in the Louvre, thirty feet wide, by twenty feet high, formerly 
in the refectory of S. Giorgio Maggiore, at Venice. The 
scene is a brilliant atrium, surrounded by majestic pillars. 
The tables at which the guests are seated form three sides of 
a parallelogram : the guests are supposed to be almost entirely 
contemporary portraits, so that the figures of Christ and the 
Virgin, of themselves sufficiently insignificant, entirely sink 
in comparison. Servants with splendid vases are seen in the 
foreground, with people looking on from raised balustrades, 
and from the loggie and roofs of distant houses. The most 
remarkable feature is a group of musicians in the centre in 
front, round a table ; also portraits — Paul Veronese himself 
is playing the violoncello, Tintoretto a similar instrument, the 
grey-haired Titian, in a red damask robe, the contra-bass. 
Another somewhat smaller representation of the same subject, 
full of new and spirited motives, is in the Brera at Milan ; a 
third in the Dresden Gallery. Comparable in size and rich- 
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ness, but not in excellence, with the picture in the Louvre, 
we may mention the Feast of the Levite, in the Academy at 
Venice (formerly in the refectory of S. Giovanni e Paolo). 
This is also a gigantic composition, beneath an airy arcade, 
which divides the whole into three groups, with a town view 
behind. The chief incident is also made subordinate here, 
while on the other hand we have a number of the most charm- 
ing episodes : the halberdiers hastily swallowing down their 
portion of the feast upon the stairs ; the majordomo speaking 
with a Moorish servant, &c. Christ at the table of Simon 
the Publican, with the Magdalen washing his feet — another 
scarcely less gigantic picture in the Louvre — is much simpler 
in arrangement than other works of this order, and is distin- 
guished by fine heads, and especially by a very noble Christ. 
Another representation of this subject is in the Brera at Milan ; 
a third, in the Marcello Durazzo palace, at Genoa. The 
Supper at Emmaus also often occurs; for instance, in the 
Louvre and in the Dresden Gallery. After the master's 
death his heirs finished several festive pictures of this kind 
after his designs, though of course they are deficient in that 
fulness of life which forms the pervading character of his 
original works. A somewhat empty " Pharisee's Feast," of 
this kind, is in the Academy at Venice.' 

Finally, we may observe that Paul Veronese's portraits, 
which occur but seldom, are of high merit. 

His scholars, and the emulators of his manner, are very 
inferior to him. Among them are Carlo Cagliari, his son, 
and Battista Zelotti. A large Presentation in the Temple, by 
the latter, which does not fall far short of similar pictures by 
Paul Veronese himself, is in the Berlin Museum. 

While the application of the Venetian principle — the imita- 
tion of nature — had given so peculiar a direction to Paolo 
Veronese's style, it was to be expected that some would seek 
to render Nature even in her commonest aspects, and that thus 
genre ^ as it is called, would also be cultivated. This accord- 
ingly took place in the school of the Bassani : its founder and 



* It is not in our power to give any accoant of the histoiical frescoes which 
Paul Veronese and his scholars executed in the Castle of Cattajo near Padua. 
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chief master was Jacopo da Ponte (1510 — 1592), surnamed 
Bassano, from his native town ; he studied the works of Titian 
and Bonifazio in Venice, and at first practised in the manner 
of these masters. He afterwards returned to his native place, 
a small country town, whose environs appear to have first 
suggested his particular style of composition. He selected 
those subjects in which he could most extensively introduce 
landscape and cottages, peasants and the lower classes of 
people. These he connected with events either from sacred 
history or mythology,^ or often, without any particular refer- 
ence to history, represented simple scenes of country life — 
cattle, markets, etc. Sometimes he omitted figures altogether, 
and introduced buildings, with animals, instruments of agri- 
culture, kitchen utensils, and still life. These works show 
little variety of invention ; when we have seen a few, we may 
be said to be acquainted with all that are in the various 
galleries : the countenances, too, are all alike ; one of his 
daughters is at^ one time the queen of Sheba, at another a 
Magdalene, or again a peasant-girl with poultry. 

A peculiar feature by which Bassano and his school may be 
known is the invariable and intentional hiding of the feet, for 
which purpose cattle and household utensils (old pots and 
pans, &c.) are introduced. For the rest, the humorous rather 
than sentimental treatment which gives its charm to the lower 
genre is almost wanting in the works of Bassano : for instance, 
the otherwise excellent Family Concert, in the Gallery of the 
Uflftzj, is far too serious in conception as compared with the 
character of the forms. Bassano confines himself to a bold, 
straightforward imitation of familiar objects, united, however, 
with pleasing grouping and an attractive play of light and 
colour. The chief interest of his pictures consists in the last- 
named quality. His colours sparkle like gems, particularly 
the greens, in which he displays a brilliancy quite peculiar to 
himself. His lights are boldly impinged on the objects, and 
are seldom introduced except on prominent parts of figures, 

* [The figures in some of Giacomo Bassano' s subjects are treated with 
suflScient dignity : the Good Samaritan, in the collection of Mr. Rogers, is an 
example. Among his finest works may be mentioned St. Martin dividing 
his cloak with the Beggar, and the Baptism of Sta. Lucilla, the former in 
the Municipaliti, the latter in the church of S. Valentino at Bassano. — Ed.] 
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on the shoulders, knees, elbows, etc. In accordance with this 
treatment, his handling is spirited and peculiar, somewhat in 
the manner of Rembrandt; and what, on close inspection, 
appears confused, forms at a distance the very strength and 
magic of his colouring. 

That Bassano also should, generally speaking, most excel 
in portraits, will not surprise the reader. An old man in the 
Berlin Museum, and a richly dressed female in the Studj 
Gallery at Naples, would do honour to Tintoretto. There are 
also several sacred subjects existing in which Bassano deve- 
loped a greater dignity, and finer and more noble forms : for 
instance, the Mourning Marys, at Chiswick ; a Christ bearing 
his Cross, at Holkham ; a Crucifixion in the Berlin Museum. 
But his cabinet pictures are the most numerous. These are 
works of various dimensions, which are rarely wanting, at 
least not in Italian galleries ; but they are not all genuine. 
He had a regular manufactory for such works, in which he 
was assisted by his four sons, who had acquired his manner. 
Two of them, Francesco and Leandro, also painted church 
subjects, but not with much success. One of Francesco's best 
works is among the ceiling paintings of the Doge's palace at 
Venice (Sala dello Scrutinio), and represents the taking of 
Padua by night. An Ascension, over the high altar, in S. 
Luigi de* Francesi at Rome, is also not without merit. A 
good picture by Leandro, representing the Trinity, is in S. 
Giovanni e Paolo, in Venice ; also a Raising of Lazarus, in 
the Academy, and a repetition in the Studj Gallery at Naples, 
in which the figures, though somewhat mechanically arranged, 
are upon the whole finely painted and full of expression. It 
is true the astonishment of the bystanders is directed more to 
Lazarus than to Christ — a remark which we are the more 
tempted to make because it applies to many pictures of this 
later Venetian school. In their great manual skill, and in 
their reliance on a close imitation of Nature, they gradually 
omitted to give due prominence to those higher allusions which 
belong to subjects of this class. 
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CHAPTER IX. 

DECLINE OP ART. THE MANNERISTS. 

The most brilliani period of Italian art, that which embraces 
the life of Raphael, resulted from a combination of numerous 
influences, from within and without, of the most varied kind. 
To describe the rapid decline and dispersion of the same in all 
its bearings, would be an historical task of no small extent. 
We must therefore content ourselves with merely giving the 
necessary heads. 

As regards the middle of the sixteenth century, no imme- 
diate influence from the great historical events of the time — 
the Reformation, the great supremacy of Spain, &c. — can be 
admitted ; or if so, only in a very limited degree. It was not 
till a later period, about the beginning of the seventeenth 
century, that these and similar causes began to operate on art. 
The means of education which existed about the year 1550 
differed doubtless in many respects from those of Raphael's 
time ; but the subjects of art, and the demand for her produc- 
tions, continued essentially the same ; the latter only increasing 
in amount. Let us rather seek for the causes of change in 
that necessary condition of all things in this world, to rise, 
flourish, and to decline, from which no period of art is exempt. 
In that of which we are treating, the decline may be traced in 
increasing rapidity from about the year 1530; so that most 
of the scholars of the great masters, indeed some of their own 
later works, are not exempt from its influence. The following 
is a resumS of the features indicative of this decline, which were 
common to the schools of all the great masters ; and if we here 
introduce a number of painters who are known as especial 
mannerists, it does not at all follow that their works are in- 
ferior to many by Giulio Romano, and the nearest scholars of 
Michael Angelo. 

The decline of art stands in immediate connexion with the 
unrivalled glories of the Raphaelesque period. A climax of 
excellence was felt to have been attained ; and it was now the 
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general aim to hold fast, if not to surpass, that effect in the 
great works of art which appeared to have earned for their 
authors their universal reputation. No one remembered that 
the foundation of all artistic greatness depended on the myste- 
rious harmony between the personality of the painter and his 
subject. The external signs of the great masters, their effect 
and manner were the objects of imitation, first with due 
modesty, and then with gradually increasing boldness, till they 
led to the greatest exaggerations. That which was overlooked 
was certainly that which was least susceptible of imitation, 
viz., the deep poetic intention, the noble and harmonious con- 
ception, and that arrangement which was dictated by the 
highest laws. Many of the painters in question would, fifty 
years earlier, have done great things ; now they fell into re- 
pulsive mannerism, because no longer supported by those 
principles of harmony and beauty which, at the beginning of 
the sixteenth century, had inspired even mediocre talent to 
truly great works. Where immediate truth of nature was 
required, as, for instance, in portraits, great excellence was 
however displayed. 

A considerable share of the blame must be imputed to the 
altered tastes of the patron, and to the consequent change in 
the external position of the painter. Tempted by the splendid 
productions of Eaphael's time, princes and corporations now 
thirsted for the possession of vast works of an elevated kind, 
which thus soon became objects of luxury which every one 
sought to obtain according to his rank and means. That such 
luxuries should be sought for also at the least possible expen- 
diture of time or money was also natural, and as in point of 
allegorical or historical representation a lower order of con- 
ception was preferred to the really high and infinite in art, it 
followed that the superficial and ready handed painter invari- 
ably took precedence of him who possessed deeper and more 
lasting qualities. It is melancholy to observe how from this 
time painters and patrons contributed more and more to de- 
moralize each other ; the one playing the part of a courtier 
and an intriguant^ the other that of a capricious master. 
The most enormous undertakings were now executed with the 
greatest rapidity. " We paint," as Vasari says, " six pictures 
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in a year, while the earlier masters took six years to one 
picture ;" and how colossal these pictures are we see in the 
Sala B^a in the Vatican, and in the great saloon in the 
Ducal Palace at Florence ; while he naively adds, " And yet 
these pictures are much more perfectly executed than those of 
the early school by the most distinguished masters." (Preface 
to the Third Part of his Biographies.) According to his 
letters Vasari seems to have used his hands as actively in his 
picture of the Sea-fight at Lepanto, as if he had been liimself 
engaged in the contest, and the greater the speed at which he 
painted the more does he seem ccwivinced of the superiority of 
his powers. Thus thought also most of the popular painters 
of that time, and if we here and there find cause to admire 
their works, in spite of the false conditions under which they 
were produced, it is only a further proof of the greatness of 
that period which preceded them. That the same corrupt 
taste which governed the larger and monumental department 
of art should also extend to the class of easel pictures was in- 
evitable ; nay, the union of intrinsic nothingness with the more 
careful outward execution is still more displeasing in effect, 
except where a happy turn for natural imitation gave such 
works a conditional value. 

In this part of the history of art a certain general flatness 
of style, chiefly proceeding from reminiscences of a Michael 
Angelesque and Raphaelesque character, makes it difficult to 
enter into a classification of schools. The venerable Michael 
Angelo himself lived deep into the degenerate period ; how 
far he countenanced it was perhaps unknown to Vasari. 



In order now to do justice to the painters we are about to 
review, we must give a short sununary of the fete of those 
schools we hav'e already described. Those which fiured the 
worst were the descendants of the ancient and less developed 
schools where the influence of the old masters had been im- 
perfectly transplanted, such as the latest Peruginese painters, 
the Alfani, Adone Doni, and others, whose works, by the 
union of ancient and modern faults, are sometimes peculiarly 
unsatisfactory. Parallel with these are certain Netherlandish 
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artists of the Roman school, though these, upon the whole, 
are not so deficient in external means of representation. Then 
follow the last Leonardists in Milan, Lanini, Lomazzo, Figino, 
and others, who certainly confine themselves within modester 
bounds than the followers of Michael Angelo, but are not the 
more grateful to the eye. Next come the schools of the 
scholars of Raphael, that of Giulio Romano, and particularly 
the Genoese school of Perin del Vaga, with the offset of the 
former at the French court. These ran utterly wild ; Poli- 
doro, on the other hand, took refuge in an empty natu- 
ralism, though, as regards Naples, this may be said to have 
contained a germ of future life. The scholars of Correggio, 
not to mention the last dr^s of the school of Ferrara, are 
proverbially known as mannerists. As a relief to all this the 
school of Venice, with the works of Paul Veronese and the 
better productions of his contemporaries, may be seen enjoying 
a second youth. During and after this period the following 
painters were prominent. 

The imitation of Michael Angelo became the first object of 
the Florentines. His grandeur was imposing, but it required 
much more than a mere habit of copying to comprehend his 
powerful spirit. Moreover, Florence possesses little of Michael 
Angelo if we except his works in sculpture ; the greater part 
of these are not free from affectation, but these were the works 
from which the Florentines chiefly studied: they sought to 
imitate the muscular markings displayed by violent move- 
ments, without being sufficiently grounded in the necessary 
theoretical knowledge. Thus they were betrayed into nume- 
rous errors : sometimes marking the muscles with equal force 
in repose and in action, in delicate and in powerful forms. 
Satisfied with this supposed grandeur of style, they troubled 
themselves little for the rest. Many of their pictures consist 
of a multitude of figures, one over the other, so that it is im- 
possible to say what part of the ground-plan they occupy ; 
figures which tell nothing — half-naked models in academic 
positions. Heavy colours thinly applied, and defective mo- 
delling, supersede the early energetic execution. The more 
important of these artists are : 

Giorgio Vasari, of Arezzo (1512-1574), an artist of versa- 
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tile talent — historical painter and architect : he superintended 
several buildings, and directed their embellishments : Florence, 
Arezzo, Rome, Naples, are rich in the works of his rapid 
hand. In Rome he took chief part in the decoration of the 
already mentioned Sala Regia in the Vatican, where the 
Popes formerly gave audience to foreign ambassadors. Here, 
as once before in the apartments of this same palace, the 
triumphs of the Church were the subjects ; no longer, how- 
ever, by means of lofty and moral symbols and allusions, but 
by direct heavy matter-of-fact representations in large over- 
laden pictures of battles and ceremonies. Instead, therefore, 
of enumerating the many other unsatisfactory colossal pictures 
by Vasari, we may mention his excellent portrait of Lorenzo 
de' Medici in the gallery of the Uffizj at Florence, and the 
frequently repeated one of Cosimo I. in the Berlin Museum 
and other galleries. Vasari's greatest merit consists in his 
literary labours : his biographical account of the artists (Vite 
de' piu eccellenti Pittori, Scultori ed Architetti), which he 
published in 1550, and in a second improved edition in 1568, 
was the first important work on the history of modern art, 
without which our whole knowledge of single masters and of 
the development of schools would be poor and fragmentary. 
Numerous omissions and'chronological mistakes demand a very 
accurate criticism, but, upon the whole, considered as the first 
comprehensive work of this kind, compiled chiefly from verbal 
tradition, it is singularly worthy of confidence. Added to this 
we remark a great fairness of tone, which, in a painter living 
in the midst of various pursuits and contending interests, and in 
a scholar of the most exclusive of all masters, is no slight merit. 
Finally, the style in which he writes has' made the history of 
art agreeable to all readers, and given an incalculable interest 
to the subject. Vasari's descriptions are often of the greatest 
beauty and liveliness, and his anecdotes invaluable in the 
history of men and manners. 

Francesco de' Rossi, surnamed *de' Salviati' after his 
patrons, a friend of Vasari, and allied to him in style. 

Angiolo Bronzino, another intimate friend of Vasari, an 
imitator of Pontormo, whom he resembles in portraits, but his 
colouring is often inferior — sometinies leaden, sometimes 
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chalky, with a red that looks like rouge. A Descent of 
Christ into Hell, though cold, is carefully painted and not 
over mannered. In the Berlin Museum there is a good £unily 
portrait, a portrait of Bianca Capella, and several others. 

Alessandro Allori, nephew and scholar of Bronzino : with 
exception of a few delicate and careful portraits, he is suffi- 
ciently mediocre* 

Santi Titi or di Tito, also a scholar of Bronzino, occasionally 
less mannered. 

Battista Naldini, Bernardino Barbacelli, called Poccetti, 
and others. 

The second period of Florentine art attached itself later 
to the better productions of this school. 

The genera] corruption of the mannerists did not extend to 
the Sienese in an equal degree ; Arcangiolo Salimbeni, Fran- 
cesco Vanni, Domenico Manetti, and others, often display 
some cleverness in this degenerate period, with an ingenuous 
adherence to nature, although they never rise to the simplicity 
of the earlier masters. 

One of the most spirited adherents and imitators of Michael 
Angelo is Marco di Pino, or Marco da Siena ; he practised 
the art in Naples, where many of his paintings are to be met 
with : they contain clever and spirited parts, with much that 
is affected and insipid. 

But the completest degeneracy is to be found in Rome, the 
very place in which the greatest number of the most perfect 
models exist. Little deserving of record was produced here 
up to the last thirty years of the sixteenth century ; and from 
1570 till 1600, every variety of manner contributed by turns 
to reduce the art to the very verge of ruin. Pope Gr^ory 
XIII. and his successors erected many buildings, ordered 
many paintings, but rapidity of hand alone had value in their 
eyes ; art was degraded to the lowest mechanical labour. 

The best among the artists of this time is Girolamo Siciolante 
da Sennoneta, who endeavoured to adhere to the style of 
the Eaphael school : there is an excellent Pieta by him in the 
gallery of Coimt A. Raczynski at Berlin. An Adoration of the 
Shepherds in S. Maria della Pace, at Rome, is, in expression, 
colouring, and descriptiveness of the scene, a very pleasing 
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picture. On the other hand, his frescoes in the Remigius 
chapel of S. Luigi de' Francesi are already much manner^. 

Pasquale Cati da Jesi painted in fresco the Martyrdom of 
St. Lawrence above the High Altar in S. Lorenzo in Panis- 
pema at Rome. The excellence of the drawing shows one of 
the best scholars of Michael Angelo. 

Taddeo and Federigo Zuccaro, both generally insipid and 
trivial, with a disagreeable smooth manner ; yet we find in 
both the elements of considerable talent, particularly in works 
where portraits are introduced, which compelled them to ad- 
here more closely to nature. This is evident in their histori- 
cal paintings in the Castle of Caprarola.^ Also in the admi- 
rable portrait of a Man with two Dogs in the Pitti Palace. 
Among other works, Federigo painted the cupola of the Duomo 
of Florence ; it contains a multitude of figures, some of most 
colossal dimensions. A satire of the day concludes with these 
lines: — 

" Poor Florence, alas ! will ne'er cease to complain 
Till she sees her fine cupola whitewash'd again." 

But this has never happened. Federigo was also an author, 
and evidently wished to rival Vasari : he wrote a theoretical 
work on art,* filled with "intellectual and formative ideas, 
substantial substances, formal forms," &c. : he calls philosophy 
and philosophising " a metaphorical, allegorical drawing." 
Just as empty and inflated as these words are the greater 
number of his pictures. Here and there, however, his original 
gifts got the better of his false principles — as, for instance, in 
the Dead Christ surrounded by Angels, in the Borghese palace 
at Eome, which is a picture of great effect. 

Agostino Ciampelli, by birth a Florentine, and a scholar of 
Saiiti di Tito, deserves notice here for his graceful row of angels 
with votive offerings, on the walls of the apsis of S. Maria in 
Trastevere ; also for two pictures in S. Pudenziana at Rome, 
representing pious females interring the bodies of martyrs. 

* lUustri fatti Famesiani coloriti nel Real Palazzo di Caprarola dai fratelli 
Taddeo, Federigo e Ottaviano Zuccari, dis. et inc. da G. 0. de Prenner. 
Roma, 1748. 

■ L* idea de' Scultori, Pittori e Architetti, Torino, 1607. There are also 
other short writings by Zuccaro. 
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With much mannerism he still displays a feeling for expression 
and simple beauty. 

Giuseppe Cesare, il Cavaliere d'Arpino, is a better artist : 
he flourished, however, more towards the beginning of the 
seventeenth century. We find in his works less of the deplo- 
rable manner just described, and a reasonable clear colouring. 
Among his better works are the ceiling firescoes in the choir 
of S. Silvestro a Monte Cavallo at Rome. He formed a great 
school by means of which he directed the Roman practice, and 
formed a decided opposition to other masters, particularly the 
school of the Carracci, to whom we shall presently come. 

A certain reaction to this decline of art was opposed by 
Federigo Baroccio of Urbino — 1528-1612 — originally a scholar 
of Battista Franco. He attached himself somewhat les» super- 
ficially to the study of the great masters, especially of Corr^- 
gio, so that he may take about the same rank as Parm^ianino. 
His merit did not lie in any depth of intention or power — his con- 
ception is sometimes highly affected— -his expression sentimen- 
tal, and his colouring, though often of an agreeable harmony 
and depth, yet rouge-like in the carnations. His better attri- 
butes are a very animated and decided emotion, and also a ten- 
der idyllic character, to which his dexterously-treated light and 
chiaroscuro gives a higher charm. When employed in the 
Vatican, at Rome, some of his rivals sought to take his life by 
poison ; this determined him to return to his home, and there 
to execute his numerous commissions, while his pictures, being 
dispersed to various parts of Italy, excited great interest. 
One of his principal works, a colossal Descent from the Cross, 
in the cathedral at Perugia, is not without grandeur in the 
agitated group surrounding the Anting Virgin. A Madonna 
upon clouds, with St. Lucy and St. Anthony, in the Louvre, 
has more technical merit. Christ with the Magdalen, in the 
Corsini Gallery at Rome, is, for truth and naivete, one of the 
be^t of hb works. A large Madonna interceding for the poor, 
iu the gallery of the UflSzj, is well painted. The pictures by 
him in tlie Vatican and in the Borghese palace are less 
r^nuurkuble. 

Among Baroccio's followers is Cristoforo Roncalli (il Cava- 
^>orv delle Pomarauce), by whom many, chiefly mediocre, works 
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exist ; the best, perhaps, are in the Cupola of S. Pudenziana ; 
also Giovanni Baglione ; several artists in Genoa, and others. 

Equal degeneracy appears in Bologna, where, as we have 
seen, the style of the Roman school had been transplanted by 
Raphael's scholars and imitators. 

Prospero Fontana, Lorenzo Sabbatini, Orazio Sammachini, 
Bartolommeo Passerotti, are the most celebrated masters of 
this period, but are seldom more than mere mannerists. An 
admirable Madonna, by iSabbatini, however, is in the Berlin 
Museum. 

Lavinia Fontana, the daughter of Prospero, has more merit ; 
her painting is clever and bold : in portraits especially she has 
left some excellent works. 

Dionisio Fiammingo, properly Denys Calvart, from Ant- 
werp, who received his education in the school of Prospero 
Fontana, is among the better artists : he is certainly not free 
from mannerism, but is distinguished by a warmer colouring, 
which he probably brought from his native country. Barto- 
lommeo Cesi also deserves to be favourably mentioned, as his 
pictures, like those of Lavinia Fontana, show a closer attention 
to nature. 

Lastly, Luca Longhi may be mentioned : he inclined to the 
old manner of Francia's school ; but instead of the deep feel- 
ing of that master, we find in his pictures only an expression 
of an affected devotion. His chief work is a Marriage at Cana, 
in the refectory of the Camaldolese at Ravenna, with single 
fine heads. 

In other places we find similar works and workmen : these 
may be passed over, with the exception of some artists of 
Genoa, where Perino del Vaga had spread the Roman style. 
The brothers Andrea and Ottavio Semini may be mentioned, 
but more particularly Luca Cambiaso (Luchetto da Geneva), 
who, notwithstanding much mannerism, occasionally pleases 
by a clever and sound conception of nature. From amongst 
the Neapolitan mannerists of this time we must except Simone 
Papa the younger, who retained an agreeable simplicity, and 
distinguished himself by correctness of form : his most impor- 
tant works are the frescoes in the church of Monte Oliveto at 
Naples. 
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BOOK VL 

RESTORATION AND SECOND DECLINE. 

MASTERS OF THE SEVENTEENTH AND EIGHTEENTH CENTURIES. 

CHAPTER I. 

ECLECTIC SCHOOLS. 

The immediate effect upon art of the renewed activity of the 
Roman Catholic Church, consequent on the Reformation, was 
very apparent in Italy, and as early as the latter part of the 
sixteenth century we trace the fresh development of Italian 
painting from many central localities. 

The greater number of artists of this time (that is the end 
of the sixteenth and first half of the seventeenth century) are 
known by the name of Eclectics, from their having endea- 
voured to select and unite the best qualities of each of the great 
masters, without however excluding the study of nature. This 
eclectic aim, when carried to an extreme, necessarily involves 
a great misapprehension with regard to the conception and 
practice of art, for the greatness of the earlier masters con- 
sisted precisely in their individual and peculiar qualities ; and 
to endeavour to unite characteristics essentially different at 
once implies a contradiction. 

In opposition to these eclectics arose another school, which 
endeavoured to form an independent style, distinct from those 
of the earlier masters. This freedom was to be based on an 
indiscriminate imitation of conunon nature, conceived in a bold 
and lively manner. The artists of this direction are distin- 
gxiished by the name of Naturalisti : each class exercised in 
its development a reciprocal influence on the other, particularly 
the Naturalisti on the Eclectics ; and it is frequently impos- 
sible to distinguish, with perfect precision, the artists of one 
class from those of the other. 
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The most important of the Eclectic schools was that of the 
Carracci at Bologna ; its founder, properly speaking, was Lo- 
dovico Caracci (1555-1619), a scholar, first of Prospero Fon- 
tano, and afterwards of Tintoretto, in Venice. He passed 
his youth in constant and close attention to studies which had 
become a dead letter among the artists of the time, and which 
thus exposed him to much ridicule and contempt ; but this only 
made it the more evident to him that reform was desirable, and 
that it had become necessary to introduce rules and well-under- 
stood principles into art, to counteract the lawless caprice of 
the mannerists. But since, in such an undertaking, it was 
necessary to declare war against the superior strength of this 
undisciplined sect, he began by looking round for more power- 
ful assistance : he found it in the persons of his two nephews, 
Agostino and Annibale Carracci (Agost. 1558-1601, Annib. 
1560-1609). They were sons of a tailor : Agostino had been 
intended for a goldsmith, Annibale for his father's trade. Lo- 
dovico observed the predominant talent for painting in both, 
and took upon himself to educate them as artists. 

In concert with them he opened an academy at Bologna, 
which bore the name of the Incamminati : this the Carracci fur- 
nished with all the necessary means of study — casts, drawings, 
and engravings ; supplied living models for drawing and paint- 
ing, and provided instruction in the theoretic departments of 
perspective, anatomy, &c. ; they superintended and directed 
the studies of their scholars (many of whom had had reason to 
complain of the superciliousness of the older masters) with 
judgment and kindness. In spite of the opposition of the esta- 
blished painters, the school of the Carracci was more and more 
sought from day to day, and it was not long before all the 
other schools of art in Bologna were closed. 

The study of nature, and the imitation of the great masters, 
were the fundamental principles of this school. In aiming at 
the latter, they sought either to unite the separate excellences 
of those masters in one style, or, in a somewhat ruder way, to 
treat single figures in their own pictures in the manner of this 
or that master, according to the character they wished to re- 
present. There is a sonnet by Agostino Carracci, in which he 
defines the principles of the school agreeably to this system. 
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He says : — " Let him who wishes to be a good painter acquire 
the desi^ of Rome, Venetian action and Venetian manage- 
ment of shade, the dignified colour of Lombardy (that is, of 
Leonardo da Vinci), the terrible manner of Michael Angelo, 
Titian's truth and nature, the sovereign purity of Correggio's 
style and the just symmetry of a Raphael, the decorum and 
well-grounded study of Tibaldi, the invention of the learned 
Primaticcio, and a little of Parmigianino's grace ; but without 
so much study and weary labour, let him apply himself to 
imitate the works which our Niccolo (dell* Abbate) left us 
here." * This patchwork ideal, the impossibility of which we 
have already ^Uuded to, constituted only one transition step in 
the history of the Carracci and their school. In the prime of 
their artistic activity they greatly threw off their eclectic pre- 
tensions — they neither needed the decorum of Tibaldi nor the 
invention of Primaticcio — they had attained an independence 
of their own. The imitation of the great masters, where it is 

* " Chi farsi un buon pittor cerca, e desia, 
II disegno di Roma abbia alia mano, 
La mossa coll' ombrar Venezlano, 
E il dsgno colorir di Lombardia. 

Di Michel Angiol la terribil via, 
II vero natural di Tiziano, 
Del Correggio lo stil puro e sovrano, 
E di un Rafel la giusta simmetria. 

Del Tibaldi il decoro, e il fondamento, 
Del dotto Primaticcio V inventare, 
E un po di grazia del Parmigianino. 
Ma senza tanti studj, e tanto stento, 
Si ponga 1* opre solo ad imitare 
Che qui lasciocci il nostro Niccolino." 

[The above translation differs a little from that given by the author. The 
passage "la mossa coU* ombrar Veneziano," has been supposed to refer 
chiefly to Tintoret. (See Malvasia, quoted by Fuseli, Lectures, 1. ii.) It is to 
be observed that the word "mossa** is a technical term still applied in Italy 
to attitude or action : thus the expression *' una bella mossa** is commonly 
applied to an academy figure. " Venetian shade ** was no doubt intended to 
be tmderstood less exclusively. The management of shade in this school 
generally corresponds with the effects we see in the open air : the intensest 
darks are confined to hollows; all other shades are considered as lesser 
degrees of light : thus the mutable accidents of light seldom interfere with 
the permanent qualities of colour and form. The expression " the just sym- 
metiy of Raphael,** was perhaps intended to relate to the balance of his 
composition and the shape of his masses — ^not merely to the proportions of 
the human form. — Ed.] 
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apparent, is no longer of a soulless, superficial character, the 
mere plagiarism of single features, but is rather a thoroughly- 
understood and artistic appropriation of their highest qualities, 
bearing the character rather of rivalry than of imitation. It is 
true that the eclecticism they originally professed often left 
its traces in a coldness, stiffness, and academical consciousness, 
which offends the spectator ; but we are inclined to moderate 
even this criticism when we consider the difficulty of opposing 
fresh ideas to the exaggerated mannerisms then existing, and 
when we consider also that it was the individual energy of these 
painters which forced them a way through the trammels of 
imitation. They possessed a true and a great feeling for the 
representation of the higher subjects of life, and it was by their 
ow,n incredible zeal that they attained a considerable, though 
not a perfect, harmony of corresponding style. In some re- 
spects they adopted the bold naturalism of their times, but 
moderated and refined by an acquaintance with the great 
models of antiquity, and with those of the Raphael period. 

The merit of Lodovico Carracci is more that of a teacher 
than of an independent and productive, artist. The greater 
number of his works are at Bologna, particularly in the gal- 
lery: in general composition they are seldom attractive or 
dignified ; the ability they evince is rather to be sought in 
single parts. Among the finest of those in the gallery is a 
Madonna, in a glory of Angels, standing on the Moon, with 
St. Francis and St. Jerome beside her (the picture was taken 
from S. Maria degli Scalzi) : the Madonna and Child are 
painted with peculiar grace, and with a happy imitation of the 
chiaroscuro of Correggio. In the same collection there is a 
Birth of St. John the Baptist, with much that is attractive in 
the truth and artlessness of certain portions. In the convent 
of S. Michele in Bosco, at Bologna,* he painted (with his 
scholars) scenes from the history of St. Benedict and St. Cecilia ; 
these, in like manner, are occasionally beautiful, and even 
maje^tically graceful. The miracle of the Loaves and Fishes, 
in the Berlin Museum, is insignificant in conception. We 

1 II Claustro di S. Michele in Bosco di Bologna, dip. dal famoso Lodovico 
Carracci e da altri maestri usciti della sua Scuola ; descr. dal Sig. Malvasia. 
Bologna, 1694. 

Y 
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remark that it was Lodovico Carracci who first dwelt, in his 
pictures, on the pathos of sorrow, whence resulted the many 
Ecce Homos and sorrowing Virgins of the Bolognese school. 
A large Pieta, of terrible but truly natural grief in expression, 
is in the Corsini Gallery at Home. A colossal Ecce Homo, of 
beautiful and mild expression, though not of sufficient power, 
is in the Doria Gallery. Several pictures in the Louvre — a 
Madonna, an Adoration, and others, betray, in character and 
mode of light and shade, the study of Correggio. 

Agostino Carracci, on the whole, painted less ; he was a 
man of learned education, and superintended the theoretical 
instniction of the academy. He is particularly celebrated 
as an engraver. Among his paintings, which are rare, and 
remarkable for delicacy of treatment, the St. Jerome receiving 
the Sacrament before his Death (taken from the Carthusian 
church at Bologna) is the most important picture in the 
Bolognese gallery. The composition, like that of all the 
great works of the time, has the appearance of contrivance, 
but the picture has great truth of character, and contains much 
that is good in detail. The infant Hercules strangling the 
Serpents, in the Louvre, of very energetic character, is by 
Agostino, though imputed to Annibale Carracci. 

Annibale Carracci is by far the most distinguished of this 
£imily. In consequence of his studies in Upper Italy, we find 
an imitation of Correggio, and afterwards of Paul Veronese, 
in his earlier works ; but afler his residence in Rome, his own 
powerful style, formed under the influence of the works of 
Raphael and Michael Angelo, and of the antique, as he under- 
stood it, developed itself in a new form. Annibale does not 
always please ; his forms have often something general and 
unindividual, and are deficient in the true enthusiasm for the 
subject : fettered by the sense of the naturalism against which 
he had to contend, he seems to have been afraid of trusting to 
his own inspiration. For all this, if the spectator be just, he 
may always recognise the greatness of the painter in the 
powerful life which pervades his works, and, in cases where 
his feeling for nature is allowed to have scope, in his freshness 
and vigour. In the Gallery of Bologna there is a picture of 
his from the church of S. Giorgio, in which the Madonna is 
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in the manner of Paul Veronese ; the Infant and the little 
St. John in that of Correggio ; St. John the Evangelist in 
that of Titian, while the St. Catherine resembles Parmegia- 
nino. We find similar motives in a large picture of St. Roch 
distributing alms, in the Dresden Gallery, one of his most 
celebrated works. Annibale is most happy in small composi- 
tions, such as Madonnas and Holy Families. A very grace- 
ful picture of the kind is in the Tribune at Florence ; another 
is in the Museum at Berlin. One similar to the last men- 
tioned is in the liOuvre, where there are also a large number 
of his pictures of the most various periods. A Pieta, often 
repeated, is very excellent. A Dead Christ in the lap of the 
Madonna, with two weeping boy-angels ; the picture is ex- 
tremely well composed, and the Virgin particularly has some- 
thing of the free dignity of the masters of the beginning of the 
century. A very beautiful repetition of this picture is in the 
Borghese Gallery at Rome, another is in the Museum of 
Naples. Also the celebrated picture of the Three Marys, — a 
Dead Christ, the Madonna and two women, — at Castle Howard, 
is of deep and noble pathos in the expression of grief. The 
series of frescoes of mythological designs in the Farnese palace 
at Rome,* and particularly in the so-called gallery of the palace, 
is generally considered his best performance. Indeed these 
works may be considered the fairest criterion of the school. 
Artistically speaking, they claim the highest admiration : for 
the technical process of fresco we know no more finished spe- 
cimen. The arrangement on the arched ceiling of the great 
saloon is only surpassed (and that, it is true, in a different 
way) by the Sistine chapel. The drawing is altogether mas- 
terly both in the nude and in the draperies, and, as far as 
fresco permits, modelling, colouring, and chiaroscuro may be 
termed perfect. But independently of the ostentatious study 
of Raphael and Michael Angelo, which is everywhere appa- 
rent, we especially feel the want of the appropriate life, the 
real capacity for enjoyment, which after all, in subjects of this 
kind, is absolutely essential. Thus, from the composition and 

* These have been frequently engraved : the best work is — Galeriae Far- 
nesianse Icones, etc., ab Annibale Carracio coloribus expressie, a Petro Aquila 
del. inc. Ronue. 

Y 2 
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gestures of the "Galatea" — one of the many subjects re- 
presented — it is evident the picture was intended to express the 
fullest enjoyment of the senses ; but its general expression is, 
on the contrary, cold and heavy, and the same may be said of 
other mythical subjects by Anuibale ; in many of them, how- 
ever (for example, in the famous Bacchante in the Tribune of 
Florence, and in tlie Museum at Naples), the colouring is very 
masterly. The paintings in the Farnese palace were his last 
important works. The parsimony of his employers provoked 
his anger, and had an unfavourable effect oq his health, which 
was utterly destroyed by a journey to Naples and the perse- 
cutions he encountered from the Neapolitan artists. He died 
soon after his return to Rome. 

Besides his historical works, Annibale w as one of the first 
who practised landscape painting as a separate department of 
art. In him and his contemporaries the influence of the Ne- 
fherlanders and the Venetians, of Paul Brill and of Ti dan was 
united, and they, in their turn, laid the foundation for Poussin 
and Claude Lorraine. In many of Annibale's historical pic- 
tures, as, for example, in several in the Louvre, the landscape 
divides the interest with the figures. It is true his landscape 
is wanting in the charm which later landscape painters attained, 
and also in the glow of colour which belongs to Titian. Witii 
all his lively feeling for grand and beautiful lines, and for a 
corresponding arrangement of architecture, Annibale's land- 
scapes still bear the stamp of spirited scene-paintings. Many 
of this description are in the Doria palace at Home, and a very 
admirable picture of energetic effect and poetical composition 
is in the Museum at Berlin. Two beautiful landscapes are in 
the National Gallery at London. Two others, one of which 
directly recalls Paul Brill, are at Castle HoAvard. Genre pic- 
tures by Annibale also exist. The *' Greedy Eater" in the 
Colonna palace at Rome, and another in the Uffizj gallery at 
Napl(BS, are interesting proofs of the humorous vigour of 
which this painter was capable. 

A nuniber of important artists sprang from the school of 
the Carracci, with various peculiarities of style, and in some 
respects they surpassed their masters. The most celebrated 
are the-foUowing. 
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Domenico Zampieri, surnamed Domenichino^ (1581-1641), 
a painter in whose works, more than in those of any other 
artist of the time, we occasionally observe the pure artlessness, 
the free conception of nature, which were peculiar to the con- 
temporaries of Raphael. Even Domenichino, on the whole, 
and in essentials, could never cast aside the trammels of his 
school ; this indeed was to be the less expected, as he does not 
appear to have been gifted with a particularly rich fancy. 
He frequently made use of the compositions of other artists, — 
as in his celebrated picture of the Communion of St. Jerome, 
now in the Vatican— in which we find a close imitation of the 
same subject by Agostino Carracci. The imitation is not, 
however, servile, and there is an interesting individuality in 
several of the heads. It was seldom that he succeeded per- 
fectly in the higher subjects of inspiration. Among his best 
specimens are the Four Evangelists, in the pendentives of the 
cupola of S. Andrea della Valle at Home — wonderful com- 
positions, in which the group of the St. John, surrounded with 
angels, constitutes one of the finest efforts we know of this 
kind. In other historical pictures Domenichino is often cold 
and studied, especially in the principal subject, while, on the 
other hand, the subordinate persons have much grace, and 
a noble character of beauty. Of this the two frescoes in S. 
Luigi at Rome, from the life of St. Cecilia, are striking 
examples. It is not the Saint herself, bestowing her goods 
from a balcony, who constitutes the chief subject, but the 
masterly group of poor people struggling for them below. 
The same may be said of the Death of the Saint, where the 
admiration and grief of the bystanders are inimitable. Also 
of the Scourging of St. Andrew, in the chapel of that saint, 
next S. Gregorio, on Monte Celio at Rome ; here a group of 
women, thrust back by the executioners, is of the highest 
beauty. The most beautiful works are at Fano, in a chapel 
of the Duomo ; they represent scenes from the life of the 
Virgin, painted in fresco. They have suffered from the smoke, 
when part of the church was burnt ; but we can perceive, in 
the Visit of Mary to Elizabeth — the best-preserved picture — a 
feeling for beauty, a purity, candour, and mildness of expres- 
' Outlines in Landon, Vies et (Eavres, etc., t. Domenichino. 
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sioo, soch u are periuips not to be met with in any of his 
other works. There are many beaatifbl parts in the frescoes, 
from the history c^ St. Kilns, which Domenichino painted at 
Grottaferrata,' near Borne, and likewise in those of S; Andrea 
deDa YaUe, at Bome, particolarly the historical scenes on the 
ceiling c^ the tribune: they are not, howerer, free from the 
fiiults aboTc mentioned. His great altar-pictures, selected 
and brought together in the Gallery of Bologna, contain little 
more than theatrical attitudes. The Martyrdom of St. Sebas- 
tian in S. M. degli Ai^eli, at Bome, is deficiedt in conception, 
and altog^her in subject lies beyond the sphere of this master. 
At this time pictures of martyrdom, in which Baphael and his 
times were do ^paring, came greatly into vogue ; painters and 
patrons sought fcMr passionate emotion, and these subjects sup- 
plied them with plentifrd food. 

Another of Domenichino's best works, an oil-painting in 
the Borghese Gallery in Bome, represents Diana and her 
Nymphs, some of whom are shooting at a mai^ with arrows, 
others are bathings — a very pleasing composition, peculiarly 
fine in its lines, and full of characteristic movanent ; but even 
here the expression of tlie &ces is not equally natural through- 
out. A beautiful and naive picture by this master, a g^rdian 
Angel defending his charge, a fine, ^lendid boy, from Satan, 
is in the Studj Gallery at Naples. The half length figure of 
St. John, looking upwards in inspiration, well known by 
Muller's engraving, though this is not quite true to the 
original, is in Prince Narischkin's collection at Petersburg. 
Another, not less admirable, is at CasUe Howard. A fine 
St. Sebastian, with pious women dressing his wounds, some- 
what recalling the Venetian manner, is in the Stadel Insti- 
tution at Frankfort. 

Like Annibale Carracci, Domenichino was invited to Naples ; 
like him too he was persecuted by the Neapolitan painters, 
who would tolerate no strangers. Of his works in Naples the 
most important are in the chapel of the Tesoro in the Duomo. 
He died before their completion — it is suspected, by poison. 
Domenichino was also an excellent landscape-painter. The 

^ Pictnrse Domenici 2UuDpierii qa« extant in Saoello sacre edi Chiypto- 
ferratensi adjoncto. Roms, 1762. 
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character of his landscapes, like that of Annibale Carracci's, 
is decorative ; but it is united in a happy manner with warmth 
of colour, and a cheerful, lively feeling. Excellent works 
of the kind are in the Villa Ludovisi and in the Doria Gallery 
in Rome, in the Louvre, and in the National Gallery and 
Bridgewater Gallery in London. 

Domenichino formed but few scholars ; one of them, Giam- 
battista Passeri, is one of the most esteemed writers on the 
history of Italian painting. 

Francesco Albani (1578-1660).* Elegance is in one word" 
the characteristic of this painter. He delights in cheerful 
subjects, in which a playful fancy can expatiate, such as scenes 
and figures from ancient mythology — above all, Venus and her 
companions, smiling landscapes, and hosts of charming amorini, 
who surround the principal groups, or even form the subject 
of the picture. But hb works, both landscape and figures, 
have throughout a merely decorative character ; their elegance 
seldom rises to grace of mind ; their playfulness rarely be- 
speaks real enjoyment. Pictures of the class alluded to are 
not uncommon in galleries ; in the Louvre, especially, there 
is a number of them. In the Borghese Gallery are the Four 
Seasons, which might just as well be called the four elements 
(only one of them by his own hand), with others in the Colonna 
palace. In the Verospi palace (now the Torlonia palace) 
are some very pleasing frescoes of an allegorical-mythological 
nature, still preserved on the ceilings of the Loggia, on the 
first story. Religious subjects occur less frequently ; but in 
these (some are in the Gallery of Bologna), if not more pro- 
found, he appears more skilful, and is tolerably free from 
exaggeration and affectation. One of his most graceful and 
frequently repeated compositions is the Infant Christ sleeping 
on the Cross. 

Albani formed various scholars at Bologna and at Rome. 
The best of these are : — Giovanni Battista Mola, a French- 
man, an unaffected painter, by whom there are some good 
portraits ; Pier Francesco Mola, from the vicinity of Como, 
excellent in historical pictures, and in single figures, especially 
as respects colour : his landscapes, of a Biblical and mytho- 
1 Outlines in London, Vies et (Euvres, etc., t. Albani. 
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logical import, are grandly composed, and are admirable in 
effect of light and atmosphere, and especially in glowing even- 
ing scenes. Carlo Cignani, an artist of no great importance, 
characterized by a graceful but superficial style : one of his 
pictures, Joseph and Potiphar's Wife, is in the Dresden Gal- 
lery ; an enormous Assumption of the Virgin is also in the 
Munich Gallery. Andrea Sacchi, the cleverest of the school : 
a picture by him (an excellent work of its kind), representing 
S. Romualdo among the Friars of his Order, is in the Vatican : 
it hardly deserves the epithet grand, but contains some noble 
figures in well-managed white drapery; a Miracle by St. 
Gr^ory, in the same gallery, is trivial in invention, but of a 
luminous effect of colour : other works of his are very inferior. 
Carlo Maratti, a scholar of Sacchi, flourished about the end 
of the seventeenth century — an artist of limited ability, whose 
works exhibit an insipid striving after ideal beauty — he may 
be called an inferior Guido. The absence of expression and 
meaning, which is the characteristic of his contemporaries of 
the end of the seventeenth century, is at all events replaced 
in his pictures by great study of composition. His real repu- 
tation in the history of Art is founded on the care with which 
he watched over Raphael's frescoes in Rome and superintended 
their restoration. 

Guido Reni (1575-1642).* This artist was gifted with a 
refined feeling for beauty, both in form and grouping. In a 
freer period of Art he would probably have attained the 
highest excellence, but it is precisely in his works that the 
restraint of his age is most apparent. His ideal consisted not 
so much in an exalted and purified conception of beautiful 
nature, as in an unmeaning, empty abstraction, devoid of in- 
dividual life and personal interest. In the beauty of his 
forms, of the heads particularly (which are mostly copied from 
celebrated antiques, for example, the Niobes), and in his 
grouping, we perceive the cold calculation of the understand- 
ing, and it is but seldom that a spontaneous feeling makes \t& 
way. The progressive development of Guido was singular in 
its kind, for its period was marked by works very dissimilar 
in style. Those of his early time have an imposing, almost 
> Outlines in London, Vies et (Euvres, etc., t. Guido. 
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violent character : grand, powerful figures, majestically ar- 
ranged, and dark shadows, resembling the manner of the 
Naturalistic particularly of Caravaggio, of whom we shall 
presently speak. Among these the Crucifixion of St. Peter, 
now in the Vatican, is quoted as having been painted in imita- 
tion of Caravaggio ; it has the heavy, powerfnl forms of that 
master, but wants the passionate feeling which sustains such 
subjects — ^it is a martyrdom and nothing more — it might pass 
for an enormous and horrible genre picture. Some of the 
best pictures in the gallery at Bologna belong to this class. 
A large picture called the Madonna della Pieta may be first 
mentioned : in the upper part is the body of Christ, laid on a 
tapestry, the Mater Dolorosa and two weeping angels at the 
sides; underneath are the patron saints of Bologna: these 
have less merit. Still more grand is the Crucifixion : the 
Madonna and St. John are beside the Cross : the Virgin is a 
figure of solemn beauty — one of Guido's finest and most 
dignified creations. A third very celebrated picture at Bo- 
logna is the Massacre of the Innocents : the female figures 
are beautiful, and the composition is very animated, but the 
feeling for mere abstract beauty is here very apparent. We 
pass over other works of this kind, some of them very cele- 
brated, but really of less excellence, and merely mention in 
addition a picture in the Berlin Museum representing the two 
hermits, St. Paul and St. Anthony ; they are powerful figures, 
and might be called true heroes of the desert. 

At a subsequent time this fondness for the powerful became 
moderated, and a more simple and natural style of imitation 
succeeded, but there are few examples extant of this happy 
period of transition. Guido's best picture — unfortunately an 
unfinished one — ^belongs to this time ; it is in the choir of S. 
Martino at Naples, whither the painter was invited ; but like 
other artists, he was driven away by the jealousy of the Nea- 
politans. The subject is the Nativity : in the figures of the 
shepherds and women, who come to worship, there is a beauty 
and artlessness such as are not to be found in any other of his 
works. A second excellent specimen is the large painting on 
the ceiling of the garden pavilion of the Rospigliosi palace at 
Rome : Aurora precedes Phoebus, whose chariot is drawn by 

Y 3 
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white [and piebald] horses, while the Hours advance in 
rapid flight. Among the latt^ are some graceful figures 
in beautiful action ; the whole is brilliantly coloured. A 
third, and highly pleasing work, apparently of this, his best 
time, is the fr^co in the apsis of the Cappella S. Silvia, 
near S. Gr^orio, at Rome ; it represents a concert of 
angels above a balustrade adorned with drapery, on which 
lie the music books. In the centre are three naked children 
singing, and on each side the charming figures of fiill-grown 
angels with trumpets, violoncellos, flutes, and tambourines. 
Some of them are whispering playfully together ; others are 
looking curiously down : above is the First Person of the 
Trinity, in the act of benediction. The whole picture is 
imbued with a glow of youthful animation and beauty, which 
reminds us of the best times of Italian art. Also another 
fresco, in the neighbouring Cappella S. Andrea, is of high 
merit — St. Andrew, on his way to execution, sees the cross 
awaiting him in the distance, and falls upon his knees in 
adoration ; the executioners and spectators regard him with 
astonishment. The artist's transition to a less pleasing manner 
is seen in a picture of which there are numerous repetitions 
(at Rome in the Grallery of the Capitol, at Schleissheim, in 
the Museum of Berlin, etc.) : it represents Fortune as a naked 
female figure, sweeping over the globe, while a genius endea- 
vours to hold her back by her veil and hair. Here we may 
also mention the decoration of the sacramental chapel in the 
cathedral at Ravenna. There is an excellent Glory in the 
cupola, and the Gathering of Manna, over the altar. 

Guido's works, during this transition, are distinguished by 
an agreeable warmth of colour. Those of a later period are 
of a pale silvery grey ; in these the insipid ideality, before 
alluded to, exhibits itself more and more, and approaches its 
greatest degeneracy, viz., a vapid generalization without 
character — an empty, ordinary kind of grace. Perhaps the 
best of this class b tlie famous Assumption of the Virgin, in 
the gallery at Municii ; one of the angels, for example, who 
supports the Madonna, is remarkable for its delicacy and 
grace. A more celebrated picture in the Gallery of Bologna 
has, in reality, less merit ; it represents a Madonna in a glory 
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of angels, with the patron-saints of Bologna underneath ; the 
picture is called *' II Pallione " (the Church Standard), from 
having been originally used in processions. In the latter part 
of his life Guido often painted with careless haste; he had 
given himself up to play, and sought to retrieve his immense 
losses by raising money as rapidly and easily as he could. At 
this time chiefly were painted the numerous Madonnas, Cleo- 
patras, Sibyls, etc., which are to be found in every gallery.^ 
Better specimens of this kind are in the Spada Gallery, at 
Rome ; the best is perhaps the Andromeda, in the Rospigliosi 
Summer-house. A large number of his works, of various 
periods, are in the Louvre. A very beautiful Madonna, with 
the Sleeping Child, executed with greater care and severity 
than usual, is in the palace of the Quirinal. In the same 
palace, serving for the altar-piece of the Pope's private 
chapel, is a Madonna with a glory of angels. 

Guido formed a great number of scholars, part of whom 
imitated his later manner. Among these are Semenza, Gessi, 
Domenico Canuti, Guido Cagnacci. The best are Simone 
Cantarini and Gio. Andrea l^rani, whose daughter and 
scholar, Elisabetta Sirani, also distinguished herself in this 
style. 

Gio. Francesco Barbieri, surnamed Guercino da Cento 
(1590-1666),* although not inmiediately belonging to the 
school of the Carracci, or having remained in it but a short 
time, nevertheless decidedly followed the same general style. 
The progress of his development may be compared to that of 
Guido Beni ; but he is distinguished from that master by the 
expression of a livelier feeling, while Guido rather follows his 
own ideal beauty. In the early works of Guercino we find 
the same power and solidity, the same depth of shadow, but 
already tempered by a certain sweetness, and by an admirable 
chiaroscuro. There are two excellent pictures of this class 
in the Gallery of Bologna — St. William of Aquitaine assuming 
the garb of a monk, and the Virgin appearing to St. Bruno. 

* [This must be understood of the inferior repetitions of these subjects, 
for some of this class are among Guido's most careful and pleasing pit)- 
ductions. — Ed.] 

• Jac. Aless. Calvi, Notizia della Vita e delle Opera di Gio. Franc. Bar- 
bieri detto il Guercino da Cento. Bologna, 1808. 
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Abo, in the Spada Gkdleiy at Rome, Dido's Last Moments — 
a large picture, full of figures. The expression of sorrow and 
passion in Dido and her attendants is of the utmost power, the 
colouring glowing and deep. St. Petronilla, in the Gallery 
of the Capitol, is of a more superficial character, but painted 
in a masterly manner. St. Petw raising Tabitha, in the Pitti 
Palace, though of smaller dimensions, is a chef-<roeuvre. A 
Madonna in the clouds, adored by several saints, is in the 
Louvre. The Incredulity of Thomas, in the gallery of the 
Vatican, is also a distinguished work ; the profile of the 
Saviour especially is very noble in expression. Among other 
good paintings of this kind may be mentioned the Prophets 
and Sibyls in the cupola of the Cathedral of Piacenza, and 
the Aurom, in -a small garden pavilion of the Villa Ludovisi, 
at Rome. The last named works, with their glowing colour- 
ing,, combined with broad and dark masses of shadow, almost 
attain the effect of oil paintings. 

At a later period Guercino, like Guide, adopted a softer 
style, in which he produced a fascinating effect by a delicate 
combination of colours. His works of this time have a certain 
sentimental character, which in some instances is developed 
with peculiar grace. Among the best are the Dismissal of 
Hagar, in the gallery at Milan^ and a Sibyl in the Tribune at 
Florence ; also several pictures in the Louvre and in English 
galleries. A splendid Cleopatra is in the Brignoie Palace at 
Genoa. But in his later works the same insipidity observable 
in Guido frequently appears ; a repulsive mannerism takes the 
place of sentiment, and the colouring is pale and indistinctly 
washy. Guercino also practised landscape-painting, and ac- 
quired in this department a beautiful and rich style of 
colouring. 

Several painters of the Gennari family, among whom Bene- 
detto was the most remarkable, were scholars and imitators of 
Guercino. 

Giovanni Lanfranco (1581-1647). In the hands of this 
painter the art again degenerates to a mere mechanism, an 
effort to produce effect by dexterity and superficial means : 
abrupt contrasts of light and shade ; grouping according to 
school precepts rather than according to the nature of the 
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subject ; fore-shortenings without necessity, merely to make 
a display of drawing ; countenances which, notwithstanding 
the tension of every feature, express nothing : these are the 
elements of Lanfranco's art. Even the study of nature is 
neglected, and the severity and solidity of the Carracci begin 
to disappear — the sole merit of a facile and cheerful colour 
must be excepted. Yet Lanfranco succeeded better than 
perhaps any other artist of the school : many considerable 
cupola-paintings were executed by him ; for example, those 
of S. Andrea della Valle in Rome, and those in the Tesoro 
at Naples, where he alone successfully maintained his position 
against the Neapolitan artists. Where the subject permitted 
of a naturalistic conception he is generally the most successful. 
His St. Louis feeding the Poor, in the Academy at Venice, 
is a good picture of this kind ; also the Liberation of St. 
Peter, in the Colonna palace at Rome. On the other hand, 
his St. Cecilia, in the Barberini palace, with her bold expres- 
sion and vulgar action, may serve as a specimen of this 
artist's worst style. 

The following are among the less celebrated scholars of 
the Carracci. Alessandro Tiarini, chiefly distinguished by 
clever execution : many of his best pictures are in the gallery 
of Bologna. — Lionello Spada, a powerful painter, who happily 
combined the more dignified conception of the Carracci with 
the vigour and truth of Caravaggio. Giacomo Cavedone, 
also a very able painter : there is an excellent picture by him 
in the same gallery. — In addition to these may be mentioned 
the landscape-painter Francesco Grimaldi, who imitated the 
decorative style already spoken of as characterizing the land- 
scapes of Annibale. There is a series of pictures by him in 
the BorgTiese gallery at Rome : a good specimen is also to be 
seen in the Berlin Museum. — The fruit-painter, II Gobbo 
da' Frutti (the Hunchback of Cortona), properly speaking 
Pietro Paolo Bonzi : large and excellent fruit pictures by him 
are at Alton Towers. 

Bartolommeo Schedone of Modena, who died at an early 
age in 1615, is also said to have formed his style under the 
influence of this school. In his earlier works the study of 
Correggio is chiefly apparent, but the sharpness and severity 
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of Schedone fonn an un&vourable contrast to the refined style 
of that master. He b more pleasing in other works which 
are independent of this influence, and which are characterized 
by a straightforward imitation of nature in the manner of 
the NcUuralisti. Several interesting pictures by Schedone 
are in the Museum at Naples, where indeed most of his works 
are collected : two, representing the distribution of alms to 
the poOT, are especially worthy of notice. 

Gio. Battista Salvi, surnamed Sassoferrato from his birth- 
place (1605-1685), is also said to have been formed by 
scholars of the Carracci, and chiefly, it is supposed, by Dome- 
nichino. He is, however, a tolerably independent s^tist, free 
from the ideal feebleness and emptiness of the later followers 
of the Carracci. He rather imitated, and not without success, 
the older masters of the beginning of the sixteenth century, 
and has indeed a certain affinity with them in his peculiar, 
but not always unaflected, gentleness of mien. We have 
already mentioned his free copies after Eaphael's Madonna 
with the Pink (p. 339), and Titian's picture of the Three 
Ages. He copied also from Pietro Perugino, a master who, 
in those times, was somewhat looked down upon. Pictures of 
this kind, with an excellent copy of RaphaePs Entombment, 
are in S. Pietro at Perugia. His own orig^inal pictures have 
no particular depth, but are smooth, pleasing, and often of 
great sweetness of expression, which occasionally degenerates 
into sentimentality. The Madonna and Child were his con- 
stant subject ; in some of these pictures he appears to great 
advantage ; every large gallery possesses one or more of them. 
The Holy Family dso, in their domestic character, was a 
favourite subject of his, in his treatment of which he appears 
to have been the forerunner of the modem romantic school ; 
for example, in a picture of this kind, in the Studj Gallery at 
Naples, the Madonna is represented sewing, Joseph planing 
wood, and the youthful Christ cleaning the room. His most 
celebrated picture is the Madonna del Rosario, in S. Sabina 
at Kome. The expression of St. Domenick is of a high order 
of pathos. Sassoferrato finished his pictures, as his tendency 
would lead us to expect, with great care and minuteness. 

Other Eclectic schools appeared in Italy simultaneously 
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with the school of the Carracci. That of the Campi, for 
example, at Cremona, which flourished in the middle and 
toward the end of the sixteenth century. The head of this 
school is Giulio Campi (1500-1572) : he was originally 
taught by Giulio Romano, but afterwards followed the manner 
of several of the great masters. Giulio educated his brother 
Antonio, a more mannered artist, and Bernardino Campi, 
another relative, who is the most important master of this 
school. His works are principally to be found in Cremona. 
A Pieta, in the Louvre, shows the study of Raphael in the 
noble form of the Virgin, and of Correggio in the warmth of 
the colouring, though it is tasteless in composition. Sofonisba 
Anguisciola was his scholar: Count Raczynski of Berlin 
possesses an excellent family picture by her. 

A third Eclectic school is that of the Procaccini at Milan ; 
it Tose to greater importance than that of the Campi, owing 
to the patronage of the Borromeo family. Its founder, Ercole 
Procaccini (1520-1590), was born and educated at Bologna, 
and flourished in the second half of the sixteenth century. 
His works are not very extraordinary, but they evince a 
carefulness and industry which perhaps preserved him from 
the degenerate mannerism of the time, and well fitted him for 
the office of a teacher. His best scholar was his son Camillo, 
who flourished about the beginning of the seventeenth century. 
In the works of this artist we find, together with the study of 
the older masters, a particular and sometimes successful imi- 
tation of Correggio and Parmigianino, united with a clever 
conception of nature. He is, however, very unequal : a great 
facility in conception and execution led him into frequent 
abuse of his talents, particularly in the works which he exe- 
cuted out of MilMi. Hb better pictures are in the churches 
and galleries of that city ; in these a peculiar gentleness occa- 
sionally reminds us of the manner of Sassoferrato. A Madonna 
and Child, in S. Maria del Carmine, and an Adoration of the 
Kings, in the Brera, both deserve notice. Giulio Cesare 
Procaccini, the brother of Camillo, applied himself also to 
the imitation of Correggio, and in small cabinet pictures not 
without success. There is a good specimen in the Berlin 
Museum — the Angel appearing to Joseph in a Dream ; other 
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works by him are at Milan. This artist too is very unequal, 
and is frequently mannered. 

*0f the numerous descendants of the school of Procaccini 
the most distinguished is Giovanni Battista Crespi, sumamed 
II Cerano from his birth-place (1557-1653). This artist, 
though not free from mannerism, is powerful and grand. 
There are excellent pictures by him in the Brera at Milan, 
and a very clever one in the Museum of Berlin. — ^His son and 
scholar, Daniel Crespi, is a less distinguished artist, but there 
b a series of clever portraits by him in S. Maria della Pas- 
sione at Milan. — Enea Salmeggia, surnamed II Talpino, also 
belongs to the school of the Procaccini, having first studied 
with the Campi. He deserves notice from his peculiarly 
simple dignity and beautiful reminiscences of Correggio and 
Leonardo da Yinci. Several of his pictures are in the Milan 
gallery. The school afterwards degenerated into a superficial 
manner, with a total want of character. To this period 
belongs Ercole Procaccini the younger. 

The efforts of Baroccio at Rome to get up a certain 
eclectic opposition to the mannerism of the day we have 
already noticed (p. 476) ; but he and his Roman scholars 
became mannerists themselves in turn. Some Florentines 
who joined his school towards the end of the sixteenth century 
were, however, more successful, and finally developed an 
eclectic style of their own. This late Florentine school is 
distinguished by great richness of colouring, and by a suc- 
cessful representation of earthly beauty. But its merits are 
confined to single fig^es ; in composition it rarely attains any 
excellence. 

The most important follower of Baroccio is the Florentine 
Ludovico Cardi da Cigoli (1559-1613); he is distinguished 
by a beautiful, warm colouring, but in expression frequently 
degenerates into extreme sentimentality or exaggerated passion. 
The gallery of the Uffizj at Florence possesses many of his 
works. One of the most important, the Martyrdom of St, 
Stephen, is as excellent in colouring as it is violent and con- 
fused in action and expression. He frequently painted the 
subject of St. Francis : the best is in the Pitti palace, where 
there is also a Christ walking on the sea with Peter, and a 
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good Ecce Homo.^ A beautiful little picture of ihe Flight 
into Egypt is in the Louvre. Among his scholars are Gre- 
gorio Pagani, Domenico da Passignano, Antonio Biliverti 
(properly speaking Bilevelt of Maestricht), by whom there is 
a charming picture of the young and old Tobit with the 
angel, in the Pitti palace, and many others. Domenico Feti, 
the Roman, who inclines to the manner of the Naturalistic 
has left a number of good, small, genre pictures, of Biblical 
subjects ; also a mourning figure of the most excellent expres- 
sion — in the Louvre it is designated as a Magdalen — in the 
Academy at Venice as " Melancholy." A most animated 
and effective specimen of this painter is at Castle Howard ; * 
several are in the Dresden Gallery. 

Cristofano Allori, a Florentine, son of Alessandro Allori, 
already mentioned, belongs to the same general school (1577- 
1621). He is one of the best artists of his time, and in some 
works rises far above the confined aim of his contemporaries, 
displaying a noble originality. His most finished picture is 
in the Pitti palace, and represents Judith with the head of 
Holofemes ; she is a beautiful and splendidly attired woman, 
with a grand, enthusiastic expression. The countenance is 
wonderfully fine and Medusa-like, and conveys all that the 
loftiest poetry can express in the character of Judith. In the 
head of Holofemes it is said that the artist has represented 
his own portrait, and that of his proud mistress in the Judith. 
There are several repetitions of this picture : one, of the same 
size, is in the Imperial gallery at Vienna ; a second, of small 
dimensions, very delicately executed, is in the Uiiizj at 
Florence. Other works by the same artist, some of them of 
great merit, are to be met with in Florence, for example in 
the Uffizj. In the Louvre there is an animated and truthful 
historical picture — Isabella of Milan pleading with Charles 
VIII. for peace for her father. Mr. Wells's collection also 
con tamed a noble and grandly-conceived St. Cecilia, little 
inferior to his Judith, there attributed to Domenichino. Good 
portraits by this master often occur. 

* [The Ecce Homo in the Pitti Gallery is a production of such excellence, 
that it might have warranted a higher general eulogy on the artist. — Ed.] 

* [A portrait, probably that of the painter. See Waagen, Kunstwerke, 
&c., in England, vol. ii. p. 414. — Ed.] 
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A large picture by Jacobo (Chimenti) da Empoli (15^4- 
1640) is Iq the Uffizj Gallery ; in noble conception and truth 
&ud glow of colour it reminds us of the best old Florentine 
masters. A saint, in magisterial costume, is seated on a throne, 
on each side the donor's family. In the saro*» lallery is a repre- 
sentation of the First Person of the Trin^* creating Adam. A 
picture by Matteo Rosselli (1578-1650; is in the Pitti palace ; 
it represents the Triumph of David, and is distinguished by a 
freshness of life and beauty which entitle it to be classed with 
the happiest of Domenichino's creations. Matteo formed a 
numerous school. Giovanni di S. Giovanni (called Manozzi), 
Baldassare Francesohini (Yolterranno giovane), and Francesco 
Furini, are among the best of his followers. These artists, if 
unequal to their master, have left very pleasing works, in one 
department at least, viz., portrait-painting. There is an ex- 
cellent Hunting-party by Giovanni in the Pitti palace;. but 
there is also a tasteless picture by the same artist in the Uffizj, 
representing Venus arranging Cupid's hair .with a comb. 
Five good frescoes of a naturalistic character are in the 
cloister near Ognissanti at Florence. 

Carlo Dolce (1616-1686), also from the school of Matteo 
Kosselli, is about equal in merit to his contemporary Sasso- 
ferrato. He also limited himself to the confined circle of 
Madonnas and saints, and in these subjects has displayed a 
peculiar gentleness, grace, and delicacy. He is distinguished 
from Sassoferrato by a greater degree of sentimentality, which 
is sometimes pleasing, but it frequently degenerates into in- 
sipidity and affectation. His works are not rare in galleries : 
among the best are a Madonna and Child in the Pitti palace ; 
a St. Cecilia in the Dresden Gallery (several repetitions are 
in other places) ; a St. John the Evangelist is in the Berlin 
Museum. Carlo Dolce repeats himself often, and introduces 
the same motive in various forms — as a Madonna, as a Mag- 
dalen, as St. Apollonia, &c. Of his historical pictures we 
know only one of importance — St. Andrew praying by the 
Cross before his Execution, inscribed 1646, in the Pitti pidace.' 
The deep devotion of the saint is finely contrasted with the 

' picture by Carlo Dolce is in the collection of the Earl of Ash- 
bumh " 



* PA similar pi( 
umham. — Ed.] 
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gestures of the executioners. The painting is solid, and the 
hands, as in all Carlo Dolee*s pictures, of the most admirable 
form. On the other hand, Diogenes with his Lantern, in the 
same gallery, shows how little the painter had a turn for 
humorous subjects. 

In the course of the seventeenth century a new mannerism 
hastened the decay of the now nearly extinct influence of the 
Eclectic school. The principal founder of this pernicious 
style, which, chiefly aimed at filling space with the least cost 
of labour, was Pietro Berettini da Cortona (1596-1669). 
The intrinsic meaning of his subjects he altogether disre- 
garded : even his thorough knowledge of nature he turned to no 
purpose, but contented himself with dazzling and superficial 
eflPects, with contrasts of masses, florid colouring and violent 
lights. In spite of this he scarcely succeeds in concealing 
his own great natural talents, and even in his most mannered 
works we recognize a great inventive power. He lived and 
worked at Florence and Rome : the allegorical paintings on 
the ceiling of a large saloon of the Palazzo Barberini 'in 
Rome are his chief works. ^ In both cities he left a great 
number of scholars, who feithfuUy adhered to his style, and 
thus dictated the taste of the eighteenth century. We shall 
return to them. 

Contemporary with this corruption of art, we remark a 
general decline of Italian power in every department — 
politics, church, and literature. 



CHAPTER II. 

THE NATURAL18TI. 

The hostility of the Naturalisti to the Eclectics, particularly 
to the school of the Carracci, has already been alluded to. It 
manifested itself not only by means of the pencil, but, as we 
have seen, had recourse to poison and the dagger. The 
Naturalisti were so called from their predilection for common 

> Barberinse aulse fornix Romse eq. Petri Berettini Cortonensis picturis 
admirandos. J. J. de Rubeis ed. 
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nature — for direct imitation. But this taste does not appear 
to have been merely accidental with them, as a consequence of 
any particular mania for originality ; on the contrary, it is 
founded on a peculiar feeling, which displayed itself in full 
fbrce (and it must be confessed too exclusively) for the first 
time in their works. Passion is the predominant inspiring 
principle in their representations. The forms which they 
bring before us are not those of nature in a refined state, like 
those of the great masters in the beginning of the sixteenth 
century — a nature in which beauty is the evidence of moral 
harmony, and the feelings of love or hatred seem the indica- 
tions of a godlike energy. Their figures want alike this phy- 
sical elevation and this divine impulse — they are given up to 
demons of earth ; and even when no animated scene is repre- 
sented, the spectator feels that they are capable of the wildest 
excitement. But in thus entirely devoting themselves to this 
one aim, and in rejecting the tame rational ideal of their con- 
temporaries, tlie Naturalisti carried their peculiar style of 
Art to a perfection, which in its effect on the feelings of the 
spectator far surpasses most of the works of the Eclectics. 
Their style of iuutation, when displayed in all its exclusive- 
ness, might be called the poetry of the repulsive. Hence their 
imitation of common nature as connected with the desires of 
sense ; hence the sharp, abrupt lights and dark shadows (particu- 
larly the dark backgrounds) which are employed in their works. 
The chief master of this style is Michelangelo Amerighi da 
Caravaggio (1569-1609), an artist whose wild passions and 
tempestuous life were the counterpart of his pictures. He 
resided principally in Rome, but at a later period went to 
Naples, Malta, and Sicily. Notwithstanding his vulgarity of 
conception, his works display a peculiar breadth, and, to a 
certain extent, even a tragic pathos, which is especially assisted 
by the grand lines of his draperies. It is not only his vividly 
idling and confined lights, or the tints of his carnations, bor- 
rowed, as is supposed, from Giorgione, or the coarse superfi- 
cialities of the Naturalistic school, which account for the great 
effect which ids pictures produce, but it is a characteristic and 
original poetry of feeling of which all this is the expression, 
indicating a powerful nature, and one which, in spite of all 
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impurity, claims a certain kindred with that of the great 
Michael Angelo himself. Still it is true that his manner of 
transforming sacred subjects into scenes of earthly passion 
was carried too far, even for those times, 'so that several of his 
pictures were obliged to be expelled from the altars they 
occupied. The paintings on the walls of a chapel in S. Luigi 
de' Francesi at Rome belong to his most comprehensive works. 
The Martyrdom of St. Matthew, with the angel with a palm 
branch squatting upon a cloud, and a boy running away 
screaming, though highly animated, is an offensive production ; 
on the other hand, the Calling of the Apostle may be con- 
sidered as a genre-picture of grand characteristic figures ; for 
instance, those of the money-changers and publican at the 
table ; some of them counting money, others looking up 
astonished at the entrance of the Saviour. The most cele^ 
brated work of this painter is an Entombment of Christ in the 
Vatican ; a picture certainly wanting in all the characteristics 
of holy sublimity, but nevertheless full of solemnity, only 
perhaps too like the funeral ceremony of a gipsy chief. 
There is, however, room, even within these limits, for the 
highest mastery of representation, and for the most striking 
expression. A figure of such natural sorrow as the Virgin, 
who is represented exhausted with weeping, with her trembling, 
out-stretched hands, has seldom been painted. Even as mother 
of a gipsy chief she is dignified and touching. The Holy 
Family, remarkable for its gigantic style, in the Borghese 
gallery in Rome, is also a grand picture, but it again has only 
the air of a wild gipsy minage. This want of harmony 
between the theme and its treatment is of course no longer 
striking where the subject is not of a sacred character. 
Caravaggio succeeds best in scenes of sorcery, murder, mid- 
night treachery, etc. One of his best pictures of this kind is 
the Cheating Gamester, of which there are many repetitions ; 
the best is in the Sciarra palace in Rome. Another chef- 
d^ceuvre of this kind is in the gallery of the Capitol ; it re- 
presents a female soothsayer, telling the fortune of a youth 
from his hand, and looking at him at the same time with a 
sensual expression. Both these motives are united in a picture 
iu the Manfrini gallery at Venice. Single figures of his also 
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have a great chann of a genre kind ; for instance, Geometry 
(a ragged girl, smiling, as she plays with a pair of compasses), 
in the Spada palace at Rome. To this class also belongs a 
masterly picture in the Berlin Museum, representing Earthly 
Love : a boy with eag1e*s wings, daring and reckless in cha- 
racter and action, rising from his couch, tramples books, 
musical instruments, a laurel-wreath, and other attributes of 
the kind, under his feet. An old woman winding thread, with 
a young woman sewing at her side, have, by the nimbus round 
their heads (thou^ it is a question if it be not subsequently 
added), assumed the appearance of a St. Anna and the Virgin. 
In similar manner a pretty girl sitting sorrowfully next a 
casket of jewels (in the Doria palace) is made to represent a 
Magdalen. Among his portraits there is one in the Berlin 
Museum, and another, Vignacourt, the Grand Master of Malta, 
in the Louvre, both of the finest warmth of colouring, and of 
striking effect.* 

Caravaggio had several scholars and followers: of these 
two Frenchmen are particularly distinguished— Moses Valentin 
and Simon Vouet. The Martyrdom of St. Processus and St. 
Martinianus in the Vatican (also executed in St. Peter's in 
mosaic) is by the former ; an unimportant and bad picture. 
On the other hand, a large Beheading of St. John, in the Sciarfa 
gallery, is an excellent historical picture of striking truth. 
Joseph interpreting Dreams, in the Borghese gallery, is parti- 
cularly distinguished for fine colouring in the manner of 
Guercino. Carlo Saraceno, a Venetian, was also a follower 
of Caravaggio, without entirely throwing off the influence of 
his native school. Among his pictures in S. Maria dell* 
Anima at Rome, that representing the miracle of S. Bruno is 
remarkable for a beautiful effect of colour and a mild grace, 
otherwise rare in the school of Caravaggio. Another picture 
of great beauty (in the Manfrini gallery at Venice) is a 
Judith looking thoughtfully out of the picture, as she lowers 
the head of Holofemes into a cloth which her old servant, in 
the greatest astonishment, holds extended with her teeth and 
her right hand. 

1 [The Beheading of St. John, in the Cathedral at Malta, is one of Cara- 
vaggio* s masterworks. — Ed.] 
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The Naturalist! appeared in their greatest strength in 
Naples, where they perseveringly opposed the followers of the 
Carracci. This appears to have been volcanic ground, for it 
was in this very locality predestined to be the scene of the 
triumphs of this school that Polidoro da Caravaggio (see p. 
471) first broke out into the wildest naturalism. At their 
head was Giuseppe Ribera, a Spaniard, hence called Lo 
Spagnoletto (1593-1656). He formed his style chiefly After 
Caravaggio ; but in his earlier works we find, with many re- 
miniscences of the Spanish school, a successful study of 
Correggio and the great Venetian masters : to these studies he 
is indebted for his peculiar vivacity of colour, even in his 
later works. His Deposition from the Cross (the body of 
Christ mourned by the Marys and disciples), in the sacristy of 
S. Martino at Naples, is a most masterly production, and 
rivals the best specimens of Italian Art. The Madonna, who 
kneels behind the body of her Son, is strikingly beautiful. In 
the choir of the same church there is a Last Supper by Spag- 
noletto, mucii in the manner of Paul Veronese, and containing 
many excellent parts ; the figure of Christ is especially suc- 
cessful. A few other works of this, his best period, are also 
preserved at Naples. His great Adoration of the Shepherds, 
though a late picture (1650), may, for its noble conception, 
be mentioned here. In general, however, his pictures exhibit 
a wild, extravagant fancy ; this is apparent in his numerous 
half-figures of anchorites, prophets, philosophers— all angular, 
bony figures — ^and still more in his large historical pictures. 
In tliese he delights in the most horrible subjects — executions, 
tortures, martyrdoms of all kinds. A very masterly picture of 
this kind, representing the preparation for the martyrdom of 
St. Bartholomew, is in the Berlin Museum ; in this instance 
the spectator feels a shuddering interest, while pictures by the 
master elsewhere, whi^h represent the Saint half flayed, excite 
nothing but repugnance and disgust. Particularly unpleasant 
also, one and all, in spite of the greatest mastery of repre- 
sentation, are Ribera's mythological scenes ; for instance, his 
Silenus in the Studj gallery at Naples; and his Venus 
lamenting over the body of Adonis in the Corsini gallery 
at Rome. In subjects of this kind, where either grandeur 
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and beauty, or cheerful humour, are indispensable, he was 
least likely to please. Many works, however, which bear the 
name of ^>agnoletto in galleries, are by his scholars, who 
imitated his manner and repeatedly copied his productions. 

Contemporary with Spagnoletto in Naples were a few artists 
who rather followed the manner of the Carracci, but were con- 
siderably influenced at the same time by the Naturalisiu To 
these belong Belisario Corenzio, a Greek, originally formed 
in Venice in the school of Tintoretto — and Giainbattista 
Caracciolo : their works are frequent in Naples. 

Massimo Stanzioni (1585-1656), a scholar of Caracciolo, 
appears to have formed his style from the works of Caravagg^o 
and Spagnoletto, of whom we are reminded in the greater 
part of his pictures. But in some works he manifested a much 
nobler feeling than any of the masters of this style, particularly 
in his paintings in the chapel of St. Bruno in S. Martino ^ at 
Naples. In these^we find an elevated beauty and repose, a 
noble simplicity and distinctness of line, united with such ex- 
cellent colour, as are rarely to be met with in this period. 
Stanzioni was persecuted by the passionate Spagnoletto with 
not less bitterness than the foreign artists. He had painted, 
over the principal entrance of S. Martino, a Dead Christ 
between the Marys ; the picture having become rather dark, 
Spagnoletto persuaded the monks to allow him to wash it, but 
injured it so seriously with a corrosive liquid, that Stanzioni 
refused to restore it, in order that this scandalous piece of 
treachery might be known to all. Stanzioni formed many 
scholars ; but the best of them, Domenico Finoglia, Giuseppe 
Marullo, and others, rather inclined to the manner of Spagno- 
letto. There are numerous small wall-pictures by Finoglia in 
the lesser spaces of the Certosa of S. Martino at Naples. 
This splendid monastery, towering high above Naples, on the 
steep rock of S. Elmo, combines the greatest treasures of 
Neapolitan Art. 

Among the less important Naturcdisti of this time are 
Maria Preti (II Cavaliere Calabrese), originally a sciiolar of 

' The Carthasian convent of S. Martino (on St. Elmo at Naples), which 
we have already had frequent occasion to mention, contains the most valuable 
specimens of the Neapolitan school of the seventeenth century. 
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Guercino; and the Genoese Bernardo Strozzi, surnamed II 
Prete Genovese. The Neapolitan Andrea Vaccaro, a follower 
of Caravaggio's, sometimes attains, in his single figures of 
Saints, a simple grandeur and a beautiful expression. The 
Studj gallery at Naples contains a number of these. 

From the school of Spagnoletto arose two artists, who in- 
troduced a peculiar style. These were Aniello Falcone and 
Salvator Rosa: the latter soon left his master and studied 
under Aniello^ who was the first considerable painter of 
battle-pieces, and the founder of a large school. This school 
distinguished itself also in political history, for it took part in 
the insurrecticm of Masaniello against the Spaniards, as an 
organized band under the name of ^^ La Compagnia delkt 
Morte." After the death of Masaniello it was dissolved. 
Aniello went to France, Salvator to Rome. 

Salvator Rosa (1615-1673) displayed a remarkable versa- 
tility : he painted history, genre^ and landscape, and was 
besides a poet and musician. Many of his works are in the 
Pitti palace at Florence, and in English galleries. In history 
he followed the style of the Naturalistic and often treated it 
successfully. Some of his pictures of this class, it is true, 
want interest and importance, as, for instance, several in the 
Studj Gallery, and in the collection of the Prince of Salerno, at 
Naples ; some are indeed merely academy figures, as the Pro- 
metheus in the Corsini palace, at Rome. Others,, again, are 
impassioned and characteristic. The best of this kind is the 
Conspiracy of Catiline, in the Pitti palace, with figures taken 
immediately from the excitable Neapolitan life, dressed in old 
Roman costume. Among his single characteristic figures two 
pictures in the Grosvenor Gallery, Diogenes and Democritus, 
are distinguished : the last is placed in a scene of deep and 
dark solitude, surrounded with skeletons, statues,' (fee, of 
fantastic grandeur of effect. Salvator is very great in por- 
trait; in this department also he followed the Naturalisti. 
The wild, gloomy p<»rtrait of a man in armoiur, in the Pitti 
palace, is almost comparable to Rembrandt. In battle pieces 
he improved on the manner of Aniello, and occasionally pro- 
duced excell^t works of this kind. An admirable battle 
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piece, with an angry yellow ligbt, is in the Louvxe : an inferior 
one in the Pitti palace. 

In landscape Salvator Rosa appears to have formed his 
style with tolerable independence. It was not till his later 
Florentine period that we &ncy we trace the influence of 
Claude Jjomme. In some of his works appear the same ideal 
treatment, the same serenity of atmosphere and simple purity 
of line which are observable in Claude's pictures. A large 
and qplendid coast scene of this kind is in the Colonna Galley 
at Rome. In other pictures of this description, howev^ (for 
instance, in two large, scene-like marine pictures, in the 
Pitti Palace), we observe a certain air of constraint and in- 
sipidity: he displays more beauty and originality in wild 
mountain scenes, lonely defiles, and deep forests ; but most of 
all in landscapes of smaller dimensions, where this fantastic 
conception of nature is more concentrated, and the whole 
seems to express as it were a single chord, a hint for the mind, 
a momentary feeling rather than the complete expression of a 
comprehensive idea. In these he usually introduces hermits, 
robbers, or wandering soldiers, who assist the general effect of 
the picture, and add to the impression of loneliness, desolation, 
and fear. (It is well known that Salvator himself in his 
youth was associated with bandits in the wildest part of Lower 
Italy.) There are excellent pictures of this kind in the public 
gallery of Augsburg. In other works again the landscape 
becomes subordinate, and {he figures form the principal sub- 
ject of the picture : in these the fantastic, poetic conception 
of the artist appears in all its originality. A Warrior doing 
Penance is one of his favourite subjects. A very beautiful 
specimen, of small size and excellent execution, was for sale 
at Carlsruhe in 1832. The scene was a desolate country : in 
the branches of a tree a wooden cross was erected ; under it 
lay a warrior, extended on the ground, partly naked, but 
wearing his helmet and some detached plates of armour ; his 
feet and hands bound so that the latter are raised towards the 
cross. Another excellent repetition, with several variations 
and somewhat larger, is in the gallery at Vienna. The so- 
called Selva de' Filosofi, in the Pitti palace, belongs to this 
class. A small sea-piece, in the Berlin Museum, is also 
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unique of its kind, as a representation of the wildest powers 
of nature : a fearftil stonn is raging on a steep rocky coast ; 
a vessel is being carried by the waves upon the rocks, directly 
opposite the spectator. 

Salvator Rosa formed two landscape-painters : Bartolommeo 
Torregiani, a Roman, who, like his master, sometimes reminds 
us of Claude ; and the Neapolitan, Domenico Gargiuoli 
(Micco Spadaro), who also attempted small figures ; many 
paintings by this artist are to be met with in Naples, namely, 
in the Studj Gallery. They are historically interesting as 
representations of contemporary events. The whole tragedy 
of Masaniello, and the plague of 1656, have found a true deli- 
neator in Spadaro. 

A good Sicilian master of this time, Pietro Novelli, called 
Monrealese, may also be named here : he appears to fill up 
the space between the Spanish painters and Caravaggio. 
The Marriage at Cana, in the refectory of the Benedictines 
at Monreale, is considered his best picture. There are many 
good portraits by him in Rome. 

The style oi genre and battle painting was also followed by 
some other artists of the time. Michael Angelo Cerquozzi 
(Michael Angelo delle Battaglie) (1602-1660) is highly 
distinguished in battle-pieces, and more particularly in scenes 
from low life, in the style of Peter van Laar (then enjoying 
great popularity in Rome). Not only in general nc^veU and 
humour, but also in careful completeness, and in masterly 
treatment of colour, may he occasionally be put on a par with 
the best Netherlandish painters. It was not the beauties and 
prettinesses of Italian life, the gay costume, &c., which 
attracted him, but the tattered Lazzaroni, in their picturesque 
and harmless character — for the artist then little knew that 
painting could be used as a means of social incitement to 
sedition. An excellent picture by him, representing the 
entry of one of the popes into Rome, is in the Berlin 
Museum. Another, in the Spada palace at Rome, viz., the 
touching picture of the Dead Ass : a man is carrying away 
the saddle and turning once more to look at the faithful 
animal : an old woman has just wiped her eyes with her apron, 
a girl is kneeling with a sorrowful mien. The Frenchman, 

z 2 
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Jacques Courtois, or Bourguignon (Jacopo Cortese, Bor- 
gognone) (1621-1671), one of tke most celebrated of the 
battle-painters, was a scholar of Cerquoizi. His battle-pieces 
are often clever and animated, but very slight in execution. 
It must be remembered, however, that pictures by a number 
of his imitators bear his name. Two of his original battle- 
pieces are in the Borghese palace. 

The energy of the Neapolitan artists of this period was not 
imitated by their successors, who chiefly followed the manner 
of Pietro da Cortona, and introduced a similar vicious style 
into Neapolitan Art To these belongs one of the greatest 
geniuses of modem Art, the rapid painter Luca Giordano, 
surnamed Fa Presto (1632-1705). No painter ever made a 
worse use of extraordinary gifts. Beauty, character, dramatic 
life, glow of colouring, all occw from time to time in the most 
striking way in his pictures, but a slight and rapid mode of 
finish was all he cared for, and he sacrificed every other quality 
to it. In burlesquely treated subjects this perverse kind of 
self-injustice is less objectionable. For instance, we can look 
with delight at that colossal fresco in the church de' Geroli- 
mini, at Naples, where Christ is driving the Lazzaroni-like 
buyers and sellers down the double steps ; on the other hand, 
it is with a certain melancholy that we trace his high gifts in 
the ceiling-frescoes of S. Marti no, and in the Judgment of 
Paris, in the Berlin Museum, and compare such specimens 
with those pictures which he executed by the dozen. 

Among tke Venetians of the seventeenth century we find 
much mannerism, together with the influence of foreign Art, 
yet the peculiar tendency of their school (generally modified 
by the style of the NcUurcdisti of the time) still predomi- 
nated, and was the means of producing some meritorious 
works. 

Jacopo Palma giovane (1544-1628), of whose works Venice 
is full, notwithstanding his mechanical manner, evinces much 
talent, and is sometimes beautiful in details, particularly in his 
heads. Some of his best pictures are in the palace of the Doge 
and in the Academy ; many more are in the churches ; a good 
Madonna with Saints is in S. Francesco della Vigna ; a St. 
Catherine Rescued from the Wheel, in S^ M. de' Frari. 
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Giovanni Contarini, a later artist, appears to be an imitator 
of Michael Angelo. His contemporary, Carlo Ridol6, whose 
works are less mannered, distinguished himself as an historian 
of the Venetian school. 

The most important artist of this school in the seventeenth 
century was Alessandro Yarotari of Padua, surnamed II Pado- 
vanino (1590-1650). Far from falling into the extravagance 
of Tintoretto's followers, Padovanino was attracted by his 
own innate feeling for beauty to the study of Titian. The 
spectator, however, feels, as in the instance of Cigoli and his 
fellow-artists, that this sense of beauty was something man- 
nered and conscious, not perfectly artless, though far also from 
being merely coldly academic. In this respect a comparison 
between the female half-length figures x>f Padovanino, in the 
Academy at Venice, with Titian's pictures, is highly inte- 
resting. This collection contains also his principal work, the 
Marriage of Oaua — ^partly in the manner of Paul Veronese, 
only that the prominence of beautiful single figures is here 
preferred to the sound, as it were, of one powerful common 
chord, as with Paul Veronese. The same beauty, with a noble 
expression of unearthly longing, is presented to us in the pic- 
ture of a Saint in Deacon's Orders, in the moment of ecstasy, 
in the same gallery. Pietro Liberi, another Paduan, is a less 
pleasing artist. Alessandro Turchi, a Veronese, surnamed 
L'Orbetto, by the finish and grace of his pictures occupies a 
not unimportant place among the artists of this period. In the 
same way as Padovanino reminds us of Cigoli and AUori, does 
L'Orbetto recall Matteo Rosselli : for instance, in his picture 
of the Fine Arts, in the Colonna palace at Rome. Other 
pictures by him are at Dresden. 



We can only slightly touch upon the later fate of Italian 
art. With the close of the seventeenth century all indepen- 
dence of feeling had vanished from almost every school. One 
general level of style, partaking mostly of that of Pietro da 
Cortona, embraced, with few exceptions, the numerous and 
much-employed Italian artists of this period. To these we 
may, without injustice, apply the term ^^ scene-painters," not 
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only because it was their chief aim in art to fill large spaces in 
the shortest possible time with the most striking and attractive 
effects, and that without reference either to their own gifts or 
to the true forms of nature, but also because they regarded the 
varieties oi genre ^ still-life, and flower-painting, from a merely 
decorative point of view, in contradistinction to the Nether- 
landish painters who studied the nature of such things. These 
classes of art, therefore, scarcely ever attained their real deve- 
lopment in Italy, and have to this day the appearance of a 
spurious kind of historical painting. 

Not that this period, bad as it might be, was devoid of con- 
siderable talents and surprising technical power : we may cite 
among the scholars of Pietro da Cortona the sometimes truly 
pleasing Gianfiranco Romimelli (died 1662) -and Giro Ferri 
(died 1689), as well as his imitator, Benedetto Luti (died 
1724) ; among the scholars of Sacchi, FilippoLauri(died 1694) ; 
among the Venetians, the mannered but not ungifted man- 
nerist Pietro Vecchio, Carlo Lotti (properly Loth of Munich), 
scholar of Liberi (died 1698), Pietro Rotari of Verona (died 
1762), with the occasionally happy imkator of Paul Vero- 
nese, Marco Ricci (died 1729) ; Gio. Batt. Tiepolo, an artist 
of fantastic imagination (died 1770), and Retro Longhi, a 
genre painter (died 1762) : flnaUy, among the followers of 
Luca Giordano, Paolo de Matteis (died 1729), Seb. Conca 
(died 1764), and Francesco Solini^na (died 1747). 

As regards the other departments of painting, neither Gk>. 
Benedetto Castiglione (died 1670) for still life and animal 
painting, nor Mario de' Fiori (died 1673) for flower painting, 
nor G. Paolo Panini (died 1764) for architectural painting, 
can be in any way compared with the contemporary Nether- 
landish masters in their walks of art. The most successful 
were the two architectural painters, Antonio Canale and his 
nephew Bernardo Belletto, known by the name of Oanaletto. 
Their views of cities, particularly of Verirce and her canals, 
are skilfully painted, and interest the spectator in various ways. 
Pictures of this kind are common. 
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CHAJ^TER III. 

DECENT EFFOB*rs, 

After the middle of the eighteenth century a desire for 
severer study again appeared amid the coniiision of styles thai 
divided Italian art» This desire was especially awakened by 
foreigners ; by Winckelmann, who first felt and communi- 
cated the spirit of the antique in all its depth ; and by Raphael 
Mengs, whose works exhibit a new form of eclecticism. This 
aim is most apparent in the works of Pompeo Batoni/ among 
which an altar -picture, representing the &11 of Simon Magus, 
in S. Maria degli Angeli in Rome, deserves to be mentioned 
with honour. 

But no important consequences followed this new impulse. 
Toward the close of the century, the French painter David 
was considered the first master of modem art, and the painters 
of Italy followed in the path he had opened. Numerous 
works appeared in the beginning of the nineteenth century, 
which evince the same predilection for the antique, and the same 
influence of the French stage— the circle in which the genius 
of David moved. Pietro Benvenuti, of Perugia, is the best 
of these artists : his Judith displaying the head of Holofernes 
to the assembled people (in the Duomo of Arezzo), his Pyrrhus 
killing Priam after the taking of Troy (in the Palazzo Corsini 
at Florence), are among the more meritorious works which 
may be said to have emanated from David's school. Single 
works also, by Andrea Appiani, exhibit a simple grandeur de- 
void of the theatrical character of the French school (frescoes 
in the imperial palace at Milan). Yincenzio Cammuccini was 
also one of the most celebrated masters of this style. But this 
taste, too, has passed away, and appears to have left no per- 
manent result which can promote a new restoration of Italian 
art. In the exhibitions of modern productions, the traveller 
finds little to arrest his attention. Copies from the great works 
of former ages, views of the most celebrated classic landscapes, 

* Cav. 0. Boni, Elogio del Cay. Pompeo Batoni. Roma, 1787. 
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or now and then scenes illustrating the manners of the people, 
which the traveller carries to his home as remembrances of 
costume, form the fitr greater proportion of modem Italian 
productions, and are rather objects of commercial speculation 
than indications of a vital impulse in art. The few works 
which are skilfully painted, or informed with mind, are as ex- 
ceptions in the mass. Italy, once blessed with the noblest crea- 
tive power, once gifted with the liveliest perception of the 
beautiful, now only dreams of past renown. The arts have 
quitted her, to seek a new home in other lands. 
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Giulio Clovio 400 

Benvenuto Cellini . , . 400 
Prince of Saiemo^s Collection : 

Salvator Rosa 605 

Boyal Palace : 

Raphael 335 

S^Severino: 
(Monastery) : 

Zingaro 269 

Antonio d' Amato il vecchio 270 
Gallery of Duke of Terra Nuova : 

Raphael 334 

NocEAA. 

Principal Church : 

Niccold Alunno . . . . 251 

NOVARA. 

Duomo: 

Gaudenzio Ferrari . . . fi94 

Orvieto. 

Duomo: 

Ugolino Vieri ... l56 note 
Ugolino di Preto Ilario 156 note 

Gentile da Fabriano . . * 186 

(Madonna di S. Brizio) : 

Fiesole 168 





Pa«e 


Benozzo Gozzoli . 


. . . 206 


Luca Signorelli . 


. . . 215 


Marchese Gualtieri's House: 


Ingegno .... 


. • . . 258 


Otranto. 




School of . . . 


103 note 


Padua. 




S. Anthony : 




(Chapter House) : 




Giotto .... 


IS^note 


(Chapel of S.Luke): 




Antonio of Padua . 


. . 172 


Giovanni of Padua 


. . 172 


(Cappella S. Felice) i 






. . 173 


Aldighiero da 2evio . 


. . 173 


(Cappella S. Gioi^io) : 






. . 175 


Aldighiero da Zevio 


. . 175 


Chapel of Madonna deW Arena: 


Giotto 


. . 128 


Certosa: 




(Chapel of S. Bruno) : 




Bramantino, gior. 


. . 229 


CTiurch degli Erermtani : 




Giunto Padovano . . 


. . 173 


(Chapel of SS. Jacobo e 


Cristoforo) : 


Mantegna .... 


. . 222 


Bono Ferrarese . . 


. . 222 


Ansuino 


. . 222 


Niccold Pizzolo . . 


. . 222 


S. Francesco : 




Gir. di Santa Croce . 


. . 242 


8. Justina : 




(Sacristy) : 




11 Romanino . . . 


. . 454 


Sala della Ragione : 




Frescoes . . , . 


. . 179 


Scuola del Santo: 




Titian and pupils . . 


. . 449 


Parma. 




Baptistery : 




Wall paintings . . 


. . 103 
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Duomo: 

Oorreggio 420 

8, Owocami: 

Correggio 420 

Parmigianmo 428 

Public Gotten/: 

Correggio 422 

Conoent of S. Paolo : 

Correggio 419 

Church della Steccata : 

Parmigianino 428 

Pavia. • 
La Ceriosa: 
Ambrogio Borgognone . . 230 
Andrea Solano .... 296 

Perugia. 



Taddeo di Bartolo ... 160 

Benedetto Bonfigli ... 250 

Pintoricchio .*.... 257 

Giannicola 260 

S.Agostino: 

Taddeo di Bartolo ... 161 

Fiorenzo di Lorenzo . . . 250 

Pemgino 256 

Eusebio di S. Giorgio . . 260 

Bouse of Countess Anna AJfani : 

Raphael 330 

Casa Baldeschi: 

Raphael (drawing) . . . 332 

Chapel of R Bernardino Monastery : 

Benedetto Bonfigli ... 250 

8, Caterifui (or S. Antonio di Via 
Snperba) : 

Martinellns 249 

Matteo di Gualdo . . . 249 

Pietro Ant. di Fnligno . . 249 

Casa ConnestcMe : 

Raphael 330 

CoUegio del Cetmbio : 

Pemgino 254 

8. Domenioo: 

Fiesole 166 

Fra Bartolommeo da Perugia 249 

Benedetto Bonfigli ... 249 



P*«« 

Duomo (Cappella S. Onofirio) : 

Laca Signorelli .... 217 

Federigo Baroccio . . . 476 

8. Francesco dt? Conventuali : 

Fiorenzo di Lorenzo . 218, 250 

Pi8anello(?) 218 

Pemgino . « .... 256 

Raphael 342 

Orazio Al&ni 842 

8. Francesco del Monte : 

Pemgino ...... 255 

Palazzo del Consiglio : 

Benedetto Bonfigli ... 250 

Fiorenzo di Lorenzo . . . 250 

8. Pietro: 

Benedetto BonfigU ... 250 

Adone Don! 260 

L'Aliense 461 

Sassoferrato 494 

Convent of8erviti (now Gymnasimn) : 

Gioyanni da Faenza . . . 261 

8.8et>ero: 

Puiphael 336 

Pesabo. 

'8. Francesco : 

Giovanni Bellini .... 240 

PlACENSA. 

Duiomo: 

Gnerdno 492 

Pisa. 

Campo Santo: 

Giovanni Pisano .... 145 

Orcagna 145 

Pietro Laurentii .... 150 

Antonio Veneziano . . . 151 

Spinello of Arezzo . . . 151 

Francesco da Volterra . . 152 

Pietro di Pnocio .... 153 

Benozzo Gozzoli .... 206 

(Chapel) : 

Razzi 413 

Duomo: 

Cimabne 110 

8. Francesco : 

Niccola di Pietro .... 153 
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S, Fietro (or -S^. Bero) in Grado (be- 
tween Pisa and L^hom) : 
Wall paintings .... 105 

PiSTOJA, 

Duomo: 

Lorenzo di Credi .... 288 

Pbato. 

Duomo (Chapel of the Holy Girdle) : 
Angiolo Gaddi . , . . 137 
Fra Filippo Lippi . . 197, 198 

House of Chancellor: 

Fra Filippo Lippi ... 198 

IVanciacan Monastery : 

Niccola di Pietro .... 154 
Tabernacle near 8, Margherita : 

Filippino Lippi .... 204 

Ravbnna. 

S, ApoUmare in Classe : 

Mosaics 61 

8. Apollinare Nuovo: 

Mosaics 38 

Archiepiscopal Palace (chapel) : 

Mosaics 40 

Camaldolese Monastery (refectory) : 

Luca Longhi 477 

Duomo (Baptistery) : 

Mosaics 25 

GoidoReni 490 

Chapel of Empress Galla Flacidia : 
Mosaics 28 

8, CHovanm Evangelista : 

Mosaics 28 

8, Maria in Cosmedin (Baptistery of 
the Arians) : 

Mosaics 35 

8, Michele in Affricisco : 

Mosaics 35 

8.Vitale: 

Mosaics 35 

RiMna. 

8, Francesco: 

Piero della Franceses . . 215 



Pi«e 
Rome. 

8, Agnesefuori le mwa : 

Mosaics 59 

8, Agostinoz 

Raphael 369 

Albano Falace : 

Perugino 254 

8, Andrea della Valle : 

Domenichino 485 

Laniranco 493 

88, Apostoli : (See Quirinal Falace, 
and 8, Fietro,) 

Melozzo da Forll .... 227 

Barberim Falace: 

Illuminated MS 94 

Raphael 386 

After Titian 448 

Laniranco 493 

Ketro da Cortona ... 499 

Borghese Falace : 

Leonardo da Vinci . . 277, 287 

Andrea del Sarto .... 321 

Domenico Poligo .... 322 

Raphael 341 

Raphael (ascribed to) . . 389 

Giulio Romano .... 399 

Innocenzo da Imola . . . 406 

Garofalo 407 

DossoDossi 408 

Giambatt. Dossi .... 409 

Razzi .414 

Correggio ...... 426 

Giorgione 430 

Sebastian del Piombo . . 435 

Palma, vecchio .... 437 

Titian 446,447 

Sassoferrato 447 

Pordenone 455 

Federigo Zuccaro .... 475 

Annib^e Carracci . . . 483 

Domenichino 486 

Albani 487 

Borgognone 508 

Gallery of the Capitol: 

Mazzolino di Ferrara . . 226 

Bernardino de' Conti . . 228 

Correggio 422 

GuidoReni 490 
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Guerdno '.492 

Mich. AQg. da Caraysggio . 501 

(Chapel of Palazzo de' Conser- 
yatori, in Capitol) : 

Pintnricchio 257 

Catacombs 13 

Catacomb of 8, Calixtm . 13, 14 

Pontian Catacombs ... 16 

3. Caterina di Siena : 

Timoteo della Vite ... 405 

S. CeciHa in Trast&vere: 

Mosaics 68 

Pinturicchio (?) .... 257 

Cokmna Palace : 

Marcello Venusti . • . . 309 

Domenico Paligo .... 322 

Bagnacavallo 405 

Palma, vecchio .... 437 

Titian 448 

Annibale Carracci . . . 484 

Lanfranco 493 

Salvator Rosa 506 

Alessandro Turchi ... 509 

Cbrnm Palace : 

Fiesole 166 

Michael Angelo .... 307 

Polidoro da Carayaggio . . 403 

Lo Spagnoletto .... 503 

Salyator Rosa 505 

8, Costanza (near Rome) : 

Mosaics 21, 98 

88, Cosmo e Damictno : 

Mosaics . 31 

8, Croce in Oerusalemime: 

Pintnricchio 257 

88, Quattro Coronati (S. Silvestro 
Chapel) : 

Wall paintings .... 98 

8, Clemente: 

Mosaics 96 

(Cappella S. Caterina) : 

Masaccio 193 

DoHa Palace: 

Mazzolino da Ferrara . . 226 

Garofalo 407 

Titian 443 



Lodovico Carracci . . . 482 
Annibale Carracci . . . 484 
Domenichino 487 

Famesina : 

Raphael 889, 390 

Giulio Romano . . 390, 397 

Baldassare Pemzzi . 414, 415 

Orottaferrata (near Rome) : 

Domenichino 486 

8. Francesco Romana : 

Mosaics ........ 70 

Palazzo Famese : 

Annibale Carracci . . . 483 
Prince OdbriellCs Collection : 

Raphael 333 

8, Giorgio on Velabro : 

Fresco 61 

8, Gregorio on Monte Celio : 
(Andrea Cappella, near) : 

Domenichino 485 

GuidoReni 490 

(S. Silyia Cappella, near) : 
Guido Reni 490 

8, Giovanni in Laterano : 

Mosaics 29, 113 

Giotto 134 

Pisanello 217 

(Tabernacle) : 

Bema 160 

(Sacristy) : 

Marcello Venusti .... 308 
(S. Venanzio) : 

Mosaics 60 

Villa Lanti: 

Ginlio Romano .... 397 
8, Lorenzo fuori le mura : 

Wall paintings .... 98 
8. Zorenzo in Panispema : 

Cati da Jesi 475 

Villa Ludovisi : 

Domenichino 487 

Guercino -.492 

8, Luigi d^ Franoesi: 

Francesco Bassano . . . 468 

Domenichino 485 



LIST OF PLACES REFERRED TO. 
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Page 
(Remigias Chapel) : 

Pellegrino Tibaldi ... 407 

Sermoneta 475 

Mich. Ang. da Caravaggio . 501 

VUla Madama : 
Giulio Romano .... 397 
Giovanni da Udine . . . 410 

Castle of La Magliana : 
Raphael 367 

S. Marco : 

Mosaics 69 

Carlo Crivelli 233 

8. Maria dell* Anima : 

Giulio Romano .... 398 
Carlo Saraceno .... 502 

8, Maria Araceli : 

Pintmicchio 257 

8. Maria degli Angeli: 

Gir. Muziano 454 

Domenichino . . . .■ . 486 

Pompeo Batoni .... 511 

8, Maria Maggiore : 

Mosaics .... 27, 113, 114 
8. Maria in Cosmedin (Sacristy) : 

Mosaics 65 

8, Maria sopra Minerva : 

Mosaics 114 

(Cappella Carafa) : 

Filippino Lippi .... 203 
(Chapel of St. Thomas Aquinas) : 

Raffaellino del Garbo . . 324 

8. Maria defla Naoicella : 

Mosaics 69 

8. Maria della Pace: 

Raphael 368 

Timoteo della Vite ... 369 

Bagnacavallo 405 

Baldassare Peruzzi . . . 415 

Sermoneta 474 

8, Maria del Pqpolo : 

Pinturicchio 257 

(Chigi Chapel) : 

Raphael 370 

Sebastian del Piombo . . 435 



Page 

8. Maria in Trastevere : 

Mosaics 94 

Pietro Cavallini .... 139 
Agostino Ciampelli . . . 475 

Palazzo Massimi : 

Daniele da Volterra ... 310 

88, Nereo e AchUleo : 
■Mosaics 66 

8. Onofrio: 

Pinturicchio 257 

Leonardo da Vinci . . . 285 

Baldassare Peruzzi . . . 414 

8, Paolo fuori le mora : 

Mosaics ...... 29, 97 

(Oratorio di S. Giuliano) : 

Frescoes 97 

8, Pietro : 

Embroideries 81 

Giotto 127 

Melozzo da Fori! .... 227 

(Sacristy) : 

Giotto 132 

Giulio Romano .... 399 

(C/ypt): 

Simone di Maitino . .157 note 

8» Pietro in Montorio : 

Daniele da Volterra . . . 310 
Sebastian del Piombo . . 435 

8, Pietro in fincoli: 

Mosaic 61 

8, Prassede: 

Mosaics 67 

Giulio Romano .... 399 

8. Pudenziana : 

Mosaics 41 

Agostino Ciami>elli . . . 475 
II Cavaliere delle Pomarantfe 477 

The Quirinal: 

Melozzo da Forll .... 227 

Fra Bartolommeo . . . 317 

GuidoReni 491 

Villa of Baphael: 

Raphael 391 

Palazzo Bospigli&si: 

Guido Rem (Payilion) : 489,491 
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S, Sabina (on the Ayentine Hill) : 

Carved doors 96 

Sassoferrato 494 

Palazzo Sciarra : 

Leonardo da Vinci . . . 285 

Raphael 387 

Titian 440, 448 

Mich. Ang. da Caravaggio . 501 
Moses Valentin .... 502 

S, Silvestro a Monte Cavallo : 

Giuseppe Cesare d'Arpino . 476 

Palazzo Spada : 

Guido Reni 491 

Guercino 492 

Mich. Ang. da Caravaggio . 502 
Mich. Ang. delle BattagUe . 507 

Villa Spada: 
Raphael 391 

S, Stefano Potondo : 

Mosaics ....... 60 

S. Teodoro: 
Mosaics 41 

88, IHnita de' Monti: 

Daniele da Volterra . . . 309 

8. Urbano (II Tempio della Caffa- 
rella): 
Wall painting 94 

Vatican : 

(Bath-room of Cardinal Bibiena) : 

Raphael 391 

Giulio Romano .... 391 

(Gallery) : 

Fiesole 166 

Benozzo Gozzoli .... 207 

Mant^na 223 

Melozzo da Forli .... 227 

Perugino 254 

Raphael 328, 331, 377, 383, 385 
After Correggio . . . 425 note 

Andrea Sacchi 488 

Guido Reni 489 

Guercino 492 

Moses Valentin .... 502 

(Library) : 

Illuminated MSS. 43, 78, 93, 99, 
212, 400 

(Leonine Triclinium) : 

Mosaics 65 



Page 

(Museo Cristiano) : 

Mosaic 11 note 2 

(NichoksV.'s Chapel): 

Fiesole 168 

(Pauline Chapel) : 

Michael Angelo .... 306 

(Sistine Chapel) : 
Sandro Botticelli .... 201 
Perugino . . . 201 note; 252 
Luca SignoFelli . . . 201 note 
Cosimo Rosselli . . . 201 note 
Domenico Ghirlandajo . 201 note 
Michael Angelo . . 299, 306 
Daniele da Volterra . . . 306 

(Loggie) : 

Raphael 359 

GioTanni da Udine . . 360, 410 

Giulio Romano .... 361 

Francesco Penni .... 361 

Pellegrino da Modena . . 361 

Raffaellino dal CoUe ... 361 

(Stanze) : 

Raphael 343 

(Appartamento Borgia) : 

Pinturicchio 257 

Perino del Vaga .... 401 

(Sala Regia) : 

Vasari 473 

Palazzo Verospi (now Torlonia) : 

Albani . 487 

S. Vincenzo alle Tre Fontane: 
After Raphael 367 

SAI.ERNO. 

Duomo: 

Agemina 82 

Sabonno. 
Bernardino Luini . . . 291 

SCANDIANO. 

Castle: 
Niccold dell* Abate ... 400 

S. Seveaino. 
Castle: 

Niccold Alunno .... 251 
8, Agostino : 

Pinturicchio 258 
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Siena. 



P*ge 



Duccio 117 

Taddeo di Bartolo . 160, 161 

Pacchiorotto 267 

Andrea del Brescianino . . 267 

Razzi 413 

Maestro Riccio .... 414 

Beccafiuni 414 

S, Agostino: 

Matteo da Siena .... 162 

Razzi 413 

8ala delie Balestre: 

Andrea di Lorenzo . . . 159 

S. Bernardino: 

Paoohiorotto 267 

(Oratory of) : 

Razzi 413 

Pacchiorotto 413 

Beceafomi 413 

8. Caterina: 

Jacopo Pacchiorotto . . . 267 

S, Domenico: 

Guido da Siena .... 106 

Matteo da Siena «... 162 

(Chapel of S. Caterina di Siena) : 

Razzi 412 

Ihiomo: 

Daccio 115 

Pietro di Lorenzo • . . 159 

Liberale — illuminated missal 246 

Beceafomi 414 

S. Francesco: 

Razzi .413 

Church of Fonte Giusta : 

Bernardino Fnngai . . . 267 

Baldassare Peruzzi . . . 415 

Libreria: 

Pintaricchio 258 

Raphael 332 

PtjAUc Palace : 

Spinello di Arezzo . . . 151 

Simone di Martino ... 157 

Andrea di Lorenzo . . . 159 

Razzi 413 

Beccafiuni ...... 414 



P^;e 
Palazzo della Signoria : 

Taddeo di Bartolo ... 161 
Hospital della Scala : 

Domenico di Bartolo . . 161 
8,8pirito: 

Razzi 413 

Spello. 
Duomo: 

Pinturicchio . . . . • 258 

SPOI.ETO. 

Duomo: 

Mosaics 99 

Fra Filippo Lippi . . . 198 

Palazzo del Consiglio : 

Lo Spagna 259 

8, Jacopo (between Spoleto and 
Fuligno) : 
Lo Spagna ..... 260 

TOLENTINO. 

8, Niccola : 

Lorenzo di S. Severino • . 188 
Jacopo di S. Severino . . 188 

ToRCEixo (island near Venice). 
Duomo: 

^Mosaics 100 

Trevi. 

Madonna delle Lagrime : 

Lo Spagna 259 

Convent of 8, Martino : 
Lo Spagna ..... 259 
Trevi so. 
Chapter House of Dominicans : 
Frescoes by Thomas de Mutina 

171 note 1 

Torhv. 

Soyal Gallery: 

Gandenzio Ferrari . . . 294 

Raphael 873 

Pidma, vecchio .... 437 

Paul Veronese .... 464 

Urrimo. 

8. Andrea (Sacristy) : 

After Raphael 328 

Duomo: 

Timoteo della Vite ... 404 
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Page 
S. Oiooatmi Batt%9kt : 

Lorenzo di S. Seyerino . . 188 

Jacopo dl S. Sevorino . . 188 
8, OiuBeppe: 

Timoteo della Vite ... 404 
Oiovanni ScmtCa house: 

Giovanni Santi .... 262 
8, 8ebast%ano : 

Gioyanni Santi .... 262 
8, THnith: 

Timoteo della Vite ... 404 

Yaraixo. 

8. Maria di Loreto : 

Gaadenzio Ferrari . . . 295 
CotwerU of the Minorites : 

Gaadenzio Ferrari . . . 295 
8acro Monte : 

Gaadenzio Ferrari . . . 295 

Venice. 

Academy: 

Niccold Semitecolo . . . 182 

Lorenzo Veneziano . . . 182 
Mich. Mattei da Bologna .182 

Michiel Giambono . . . 183 

Gioyanni da Marano . . . 183 

Antonio da Marano . . 183 

Bartolommeo Viyarini . . 232 

Luigi Viyarini .... 233 

Antonello da Messina . . 237 

Gioyanni Bellini .... 238 

Gentile Bellini .... 240 

Pier Francesco Bissolo . . 241 

Martino da Udine . . . 242 

Girolamo di S. Croce . . 242 

Vincenzo Catena .... 242 

Cima da Conegliano . . . 243 

Marco Marziale .... 244 

Marco Basaiti 244 

Vittore Carpaccio . . . 245 

Gioyanni Mansaeti . . . 246 

Lazzaro Sebastiani . . . 246 

Bartolommeo Montagna . 246 

Leonardo da Vinci . . . 279 

Garofalo 408 

Gioyanni da Udine . . . 410 

Giorgione 431 

Florigerio 436 

Palma, yecchio . , 436, 437 

Rocco Marconi .... 437 

Titian .... 440, 441, 449 

Boni^Eizio 451 



•Schiayone 451 

Campagnola 451 

Moroni 454 

Pordenone 455 

Paris Bordone .... 456 

Tintoretto 459 

Paul Veronese . . 463, 466 
Leandro Bassaoo .... 468 
Lanfranco . .... 493 

Domem'co Feti .... 497 
Jacopo Palma, gioy. . . . 508 

II Padoyanino 509 

Barberigo Palace : 

Titian . 443, 446, 448, 449 
Chiesa del Carmme : 

Cima da Conegliano ... 243 
8. Caterina: 

Titian 443 

Ihge's Palace : 

Marco Vecellio .... 450 
Battista Franco .... 457 

Tintoretto 460 

Paul Veronese .... 465 
Jacopo Palma, gioy. . . . 508 
(Sala dello Scrutinio) : 

Francesco Bassano . . . 468 
(Staircase next to chapel) : 

Titian 444 

8* Francesco della Vigna : 

Fra Antonio da Negroponte 233 
Pier Maria Pennacchi . . 241 
Francesco da S. Croce . . 242 
Battista Franco .... 457 
Paul Veronese .... 463 
Jacopo Palma, gioy. . . 508 
Chiesa dei Gesuiti: 

Titian 444 

8. Giorgio cfo* Greci : 

Mosaics 87 note 

8, Giorgio d^ 8chiavoni : 

Carpaccio 246 

8, Giovanni Chrisostomo: 

Gioyanni Bellini .... 239 
Sebastian del Piombo . . 434 
8. Giovanni Elemosinario : 

Marco Vecellio .... 450 
88. Giovanni e Paolo : 

Gioyanni Bellini .... 238 
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Pag<i 


Bartolommeo Viyarini . , 


232 


Rocco Marconi .... 


437 


Lorenzo Lotto .... 


438 


Titian 


443 


Tintoretto 


459 


Leandro Bassano .... 


468 


S, Maria de' Frari : 




Bartolommeo Vivarini . . 


232 


Luigi Vivarini .... 


233 


Giovanni Bellini .... 


238 


Marco Basaiti 


244 


Titian 


442 


Bernardino Licinio . . . 


456 


Jacopo Palma, giov. . . . 


508 


-S'. Maria dell* Orto : 




Tintoretto 


460 


S, Maria della Salute : 




Pier Maria Pennacchi . . 


241 


8, Marco: 




Mosaics . . 71, 72, 73, 74, 75 


Enamels 


80 


(Baptistery Chapel) : 




Mosaics 


101 


(S. Isidore Chapel) : 




Mosaics 


182 


(Cappella dei MascoU) : 




Miohiel dl Glambono . . 


184 


(Cappella Zeno) : 




Mosaics 


100 


Manfrini Palace : 




Niccold di Pietro . . . . 


182 


Jacobello del Fiore . . . 


183 


Antonello da Messina . . 


236 


Giovanni Bellini .... 


239 


Pier Francesco Bissolo . . 


241 


Gir. da Santa Croce . . . 


242 


Vincenzio Catena .... 


243 


Andrea Previtali .... 


243 


Cesare da Sesto .... 


292 


Giorgione .... 430 


,432 


Palma, vecchio .... 


437 


Rocco Marconi .... 


437 


Titian. . . 440,441,447 


,448 


Savoldo 


452 


Moroni 


454 


11 Romanino 


454 


Pordehone 


455 


Paris Bordone 


457 


Mich. Ang. da Caravaggio . 


501 


Carlo Saraceno .... 


502 





Page 


-S'. Niccolo: 




Sebastian del Piombo , 


. 434 


Church del BedetUore: 




Giovanni Bellini . . . 


. 239 


S.Itocco: 




Pordenone 


. 455 


Scuola di 3. Rocco : 




Tintoretto 


. 460 


S.Sahatore: 




Giovanni Bellini . . . 


. 238 


Titian 


. 449 


S. Sebastiano : 




Paul Veronese . . . . 


. 463 


8, Trovaso: 




Tintoretto 


. 460 


8. Vitale: 




Carpaccio 


. 245 


8. Zaccaria: 




Giovanni da Murano . . 


. 184 


Antonio da Murano . . 


. 184 


Giovanni Bellini . . . 


. 238 


Palma, vecchio . . . 


. 436 


Tintoretto 


. 459 


Vercelli. 




8, Cristoforo: 




Gaudenzio Ferrari . . 


. 295 


Bernardino Lanini , . 


. 296 


Duomo: 




Gaudenzio Ferrari . . 


. 294 


8, Qitdiano: 




Bernardino Lanini . . 


. 296 


8, Paolo : 




Gaudenzio Ferrari . . 


. 295 


Verona. 




8, Anastasia : 




Wall paintings . . . 


. 180 


Liberale 


. 246 


Morone 


. 246 


Girolamo dai Libri . . 


. 247 


Palazzo del Consiglio : 




Opus Turoni . . . . 


. 180 


Pisanello 


. 218 


Squarcione 


. 220 


Girolamo dai Libri . . 


. 247 


Gianfrancesco Carotto , 


. 415 


Titian 


. 444 
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Jhtomo: 



P*ge 



Liberale 246 

Francesco Torbido . . . 436 

Titian 441 

JSpiacopal PcUaoe : 

Giacomo Bdlini . ... 220 

8t, Euphemia : 

Wall paintings .... 180 

(CappeUa degli Spolvcrim) : 

Gianfrancesco Carotto . . 416 



S. Fermo: 

Liberale 246 

Stefimo da Zevio .... 180 

Pisanello 218 

8, Nazario : 

Wall paintings .... 180 

S.Zeno: 

Wall paintings 180 

Mantegna 223 

YlOEllZA. 

8^ Corona: 

Giovanni Bellini 240 



1. GERMANY. 



AUOSBUBG. 

Public Gallery : 

Salvator Rosa . . .* 

Beblin. 

Museum: 

Giotto .... 
Taddeo Gaddi . . 
Simone di Martino 
Domenico di Bartolo 
Fiesole .... 
Gritto da Fabriano 
Gentile da Fabriano 
Fra Filippo Lippi 
Sandro Siotticelli 
Filippino Lippi 
Cosimo Rosselli 
Ghirlandajq . 
Andrea del Castagno 
PoUajuolo . . 
Luca Signorelli 
Mantegna . . 
Marco Zoppo . 
Lod. Mazzolino 
Dom. Panetti . 
Bernard, de* Conti 
Bramantino, vecch. 
Ambro^o Borgognone 
Pietro Franc Sacchi 
Bartolommeo Viyarini 
Lnigi Vivarini 
Carlo Crivelli . 
Giov. Bellini . 
Pierfr. Bissolo 
Pietro degli Ingannati 
CordellcAgi . 
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. 130 

. 136 

. 168 

. 161 

. 167 

. 185 
186, 187 

. 198 

. 200 

. 204 

. 205 

. 210 

. 212 

. 214 

. 217 

. 223 

. 224 

. 226 

. 227 

. 228 

. 228 

. 230 

. 230 

. 232 

. 233 

. 233 

. 240 

. 241 

. 241 

. 241 



Gir. da S. Croce . . 


. . 242 


Fr. da S. Croce . . 


. 242 


Vincenzio Catena . . 


. 243 


And. PrevitaJi . . 


. 243 


Cima da Conegliano . 


. 243 


Marco Marcone . . 


. . 244 


Basaiti 


. 244 


Vitt. Carpaccio . . 


. . 246 


Bart. Montagna . . 


. 246 


Fr. Morone . . . 


. 246 


Fio. di Lorenzo . . 


. 250 


Niccolo Alunno . . 


. 251 


Pietro Pemgino . . 


. 252 


Pinturicchio . . . 


. 258 


Rocco Zoppo . . . 


. . 261 


Giov. Santi . . . 


. . 262 


Marco Palmezzano . 


. 263 


Fr. Franda . . . 


. . 264 


Giulio Francia . . 


. 266 


Giacomo Francia . . 


. 266 


Amico Aspertini . . 


. 266 


Lorenzo Costa . . . 


. 266 


Piero di Cosimo . . 


. 287 


Lorenzo di Credi . . . 


. 288 


Giov. Ant. Sogliani . , 


. 288 


Giuliano Bngiardini . , 


. 288 


Franc. Melzi . . . 


. 292 


Pietro Riccio ... 


, . 293 


Andrea Solano . . 


. 296 


After Michael Angelo 


307, 308 


Pontormo .... 


. 308 


Ra£&ellino del Garbo 


. . 324 


Raphael . . . 329, 


330, 339 


After Raphael . . . 


. 387 


11 Pistoja .... 


. 402 


Tim. della Vite . . , 


. 405 
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Page 

Bagnacayallo . . . . • 405 

lonocenzo da Imola . . • 406 

Cotignok .,,,,. 406 

Dosso Dossi 408 

Oiambatt. Benvenati . , 409 

Kazzi , , 414 

Baldassare Peruzzi . . . 415 

Correggio ...,,» 426 

Seb. del Piombo . . , , 435 

Giov. Paolo POlmo ... 438 

Titian 448 

Fr. VeccUio 450 

Savoldo .,,,,,. 452 

II Moretto 463 

Moroni ...,,.. 454 

II Romanino 454 

Pordenone ..«.•, 455 

Bernard. Licinio .... 456 

Paris Bordone 456 

Battista Franco , , . . 457 

Tintoretto 459 

Paul Veronese .... 462 

Batt. Zelotti . . , . . 466 

Bassano ...... 468 

Vasari 473 

Bronzino ...... 474 

Sabbatini 477 

Lod. Carracci 481 

Ann. Carracci . . 483, 484 
Guido Reni . , . 489, 490 

Procaccini 495 

Carlo Dolce 498 

M. Ang. da Oaravaggio . . 502 

Lo Spagnoletto .... 503 

Salvator Rosa .... 506 

Mich. Angelo delle Battaglie 507 

Luca Giordano .... 508 

Gallery of Count A, Saczynski: 

Gir. Siciolante da Sermoneta 474 

Sofonlsba Anguisciola . . 495 

Gallery of Hofrath F. FSrster: 

Lippo Memmi .... 158 

DONAUWERTH. 

Monastery of the Holy Cross : 

Greek Mosaic Picture . , 84 
Dresden. 

Boyal Gallery: 

GioY. Bellini 240 

Leonardo da Vinci (?) . . 285 

And. del Sarto .... 321 

Raphael 379 

Giulio Romano • • • • 397 



Niccold dell' Abate 
Bagnacavallo , 
Dosso Dossi 
Correggio , , 
Giorgione . , 
Titian . . . 
Paul Veronese 
Ann. Carracci 
Carlo Cignani 
Alessandro Turchi 



418, 



440, 



Page 

. 400 
. 405 
408, 409 
423, 424 
. 431 
442,445 
464,466 
. . 483 
. . 488 
. . 509 



Collection of Berr von Quandt : 
Sandro Botticelli . , , 200 
II Moretto ,453 



Frankfort, 




Stadel iTUiUtution: 




Fiesole 

Bamaba of Modena . . 
Macrino d*Alba . . . 
11 Moretto 


. 166 
. 171 
. 231 
. 453 


Domenichino . , , , 


. 486 


Collection of Dr. Carove: 




Polidoro da Caravaggio , 


. 404 



Leipzig. 

Collection of Baron Speck of 
Sternburg: 
Raphael ...... 388 

Munich. 

(In possession of the King) : 

Raphael ....,, 373 

Gallery: 

Francia ...♦., 265 

After Michael Angelo . . 308 
Raphael . . 338, 339, 343, 386 

Correggio ...... 424 

Giorgione 430 

Titian 446, 448 

Paris Bordone 456 

Carlo Cignani .... 488 

Guido Reni 49Q 



Illuminated missal . • « 169 

Nicolas of Bologna . . . 169 

Schleissheim : 

Guido Reni 490 

Lewsktenherg Gallery: 

Bossi (cartoon) .... 279 

Giorgione • 431 

Titian ••..,.• 442 
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Stuttoardt. 

Gallery: Pkge 

Palma, yecchio . , , • 437 

POMMEBSFELOEN. 

OcUlery: 

Andrea Solario .... 296 
Vienna. 

Gallery of the Behedere : 

Thomas de Mutina . . . 170 

Antonello da Messina . . 236 

Cesare da Sesto .... 293 

Fra Paolo da Pistoja. . . 318 

Raphael ... 337, 376, 381 

Pellegrino Tibaldi . . . 407 

Correggio 426 



Giorgione ....«« 430 

Palma, Teccldo .... 437 
Titian , , . . 440,445,446 

Schiavone 451 

n Moretto ^453 

Paris Bordone 456 

OristofanoAllori .... 497 

Salrator Rosa 506 

Library: 

Illuminated MS 44 

Ambra$ Gallery: 

Mosaic of Last Sapper . . 279 
Esterhazy Gallery: 

Bernardino Luini .... 289 

Paris Bordone 456 



II. FRANCE. 



Besan^n. 

Cathedral: 
Fra Bartolommeo 

Lomre : 

Taddeo di^Bartolo 
Fiesole .... 
Fra Filippo Lippi . 
Pesellino . . . 
Sandro Botticelli . 
Benozzo Gozzoli . 
Ghirlandajo . . 
Mantegna . • . 
Fr. Bianchi Ferrari 
GioT. Massone 
Cima da Conc^liano 
Vitt. Oarpaccio . 
Kiccolo. Alanno . 
Ingegno .... 
Lorenzo Costa . . 
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161 
167 
199 
199 
200 
207 
210 
223 
231 
231 
243 
246 
251 
258 
266 



Leon, da Vinci 



Pierp di Cosimo . 
Marco d'Oggione . 
Giov. Ant. Beltra£5o 
Andr. Solario . . 
Dan. da Volterra . 
Fra Bartolommeo 
Mariotto Albertinelli 
Andrea del Sarto . 
11 Rosso . . . 
Rid. Ghiilandajo 



. 279, 281, 284, 
285, 286 



Kaphael . 



287 
291 
292 
296 
310 
317 
318 
321 
323 
323 



333, 338, 372, 375, 
376, 582, 388, 389 



Giulio Romano .... 399 
Perino del Vaga .... 401 
Polid. da Caravaggio . . 403 

Correggio 426 

Mich. Ang. Anselmi . . . 427 
Giorgione . . . 430, 431, 432 
Seb. del Piombo .... 434 
Pahna, vecchio .... 437 
Titian . . 440,441,442,443, 
446,448 
II Moretto 453 



Tintoretto 

Paul Veronese 

Baroccio 

Lod. Carracci 

Agost. Carracci 

Ann. Carracci 

Domenichino 

Albani . . 

Guercino . 

Bernard. Campi 

Domenico Feti 

Cristotano Allori 

Mich. Ang. da Caravaggio 



. . 459, 460 

463, 465, 466 

. . . 476 

... 482 

. . , 482 

. .483,484 

... 487 

... 487 

... 492 

. . 495 

497 

497 

502 



Salvator Rosa 505 

Boyal Library : 

Miniatures . 77, 118, 158, 169, 
190 
Library of Arsenal: 

Illuminated MS 137 

Fontainehleau : 

Primaticcio • , • . . 400 
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in. ENGLAND. 



Page 
National Gallery : 

Leon, da Vinci .... 286 
Michael Angelo .... 308 
Seb. del Piombo . 308,434,436 
Raphael .... 333, 340 note 

Garofalo 408 

Correggio .... 426, 426 

Parmigianino 428 

Giorgiote .... .430,431 

Titian 446 

Ann. Carracd 484 

Domenichino 487 

Boy at Academy : 

Marco d*Oggione .... 279 
Leonardo da Vinci . . . 283 

Kensington Palace: 

Giunto Padorano .... 172 
Pontormo 308 

Hampton Court : 

Mantegna 222 

Raphael 362 

Bndgewater Gallery (Earl of 
Ellesmere) : 
Raphael . . . 337, 372, 374 
Baldassare Pemzzi . . . 415 

Titian 445,447 

Paris Bordone 467 

Tintoretto 460 

Stafford Home Gallery (Duke 
of Sutherland) : 

Niccold dell' Abate . . . 400 

Correggio 425 

Titian 445 

Moroni 454 

Tintoretto 459 

Apsley House Gallery (Duke 
of Wellington) : 
Correggio 424 

Grosvenor Gallery (Marquis of 
Westminster) : 
Salrator Rosa 505 

Collection of Mr, Rogers : 

Raphael 336,372 

Bassano 467 note 

Collection of Mr, Mtmro : 
Raphael. . . . 374ji0<», 376 



Page 

Lord Ashburton*s Collection : 

Correggio 419 

Giorgione 430 

Lo7xl Ward's Gallery : 

Fiesole 167 

Francia 264 

Raphael 328 

(In possession of Lord Garvagh) : 

Raphael 371 

(In possession of Duke of Grafton) : 

After Raphael 389 

(In possession of Lord de Grey) : 

Titian 449 

Northumberland House : 

Titian 448 

Devonshire House : 

Titian 450 

Messrs, Woodbum: 

Aft«r Michael Angelo • . 307 

Mr. Solly's Collection — (now 
dispersed) : 

Raphael 342 

Bagnacavallo 405 

Innocenzo da Imola . . . 406 

CotigBola .406 

Giorgione 431 

Lorenzo Lotto 438 

II Moretto 453 

Althorp: 

Perino del Vaga .... 401 

Blenheim : 

Raphael 336 

Bowood: 

Raphael 336 

Burleigh House : 

Pordenone 455 

Barron Hill : 

Raphael 336 

Castle Howard: 

Primaticcio 400 

Giorgione 431 

Tintoretto 459 

Ann. Carracci .... 483, 484 

Domenichino 486 
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Page 

Chiswick: 
Bassano' 468 

ffolkham: 

Bassano «•••*•• 468 

Leigh Court: 

Raphael 336 

After Raphael 387 

Panshanger : 

Fra Bartolommeo . . . 317 
Raphael 339 

Stratton : 

Raphael 376 

Giorgione 430 

Seb. del Piomho .... 435 

Warwick Castle: 
Raphael 388 



Page 
Lord Northmck's Collection : 

Gialio Romano .... 399 

Alton Towers : 

IlGobbo 493 

Cambbidge. 

FitzwiUiam Museum: 

Giorgione 431 

Titian , . 445 

Liverpool Institution: 

DonSilvestro 139 

Simone dl Martino • . » 157 

Masaccio • 196 

Pesellino 199 

After Michael Angelo . . 307 



IV. BELGIUM. 

* Antwebp. 
Museum : Antonello da Messina 



236 



Gallery of the Hague : 
Leonardo da Vinci 



V. HOLLAND. 

I Collection of King of Holland: 
. , 282 I Leonardo da Vinci (drawings) 279 



Cathedral: 



VI. BOHEMIA. 

Pbaque, 
Thomas de Matina 



170 



VII. RUSSIA. 



St. Petebsbubg. 

Hermitage : 

Leon, da Vinci ♦ . . . 283 
Raphael .... 340, 342, 372 
Correggio 422 



Seb. del Piombo 



434 



II Moretto 453 

Prince Narischkin : 

Domenichino 486 

KlEFF. 

S. Sophia: 

Frescoes 86 



VIII. SPAIN. 



Escuriat Palace : 

Raphael 340,379 

Titian ,443 



Madrid Gallery : 
Raphael « « 
Titian . . 



375, 376, 382 
445, 446. 449 
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IX. SICILY. 

Page 



MoNREALE (near Palermo). 

Mosaics 76 

Monrealese ....... 507 



PAI.BB1IO. 

Chapel of King Roger j 
Mosaics. , « . . . 

8, Maria deW Ammiraglio ^ 
Mosaics. , « « • « 



Phge 
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X. GREECE. 



Monastery Church of Daphne^ 
near Athens : 

Mosaics 87 

Island of Chio. 
Church of the Basiliam : 
Mosaics 87 



MoDMT Helicon, 

St, Luke: 

Mosaics ,...,«. 87 
Island of Salamis. 

Church of the Panagia Phaneraumene: 
Frescoes ..,.,, 8Q 



NAMES OF ARTISTS. 



Abate, Niccol6 dell' . 

Agi, Andrea Cordelle . 
Alamanus, Johannes 

D'Alba, Macrino . . . 

Albani, Francesco . . 

Albertinelli, Mariotto . 
Al&ni, Domenioo di Paris 

^yOrazio » . . 

AUbrando, Girolamo . 

Allegri, Antonio . . . 

, Pomponio 

Allori, Alessandro . . 

-, Cristo&no . , 



Pftge 

. 400 

. 241 

. 183 

. 231 

. 487 

. 317 

, 260 

. 260 

, 293 

. 416 

. 427 

. 474 

. 497 

. 250 

456 

270 

495 

414, 427 

222 

172 

107 

511 

lis 

151 
476 
266 
266 
260 



Alanno, Niccold 
Amalteo, Pomponio 
Aniato» Antonio di, il vecchio 
Angnisciola, Sofonisba . 
Anselmi, Michael Angelo 

Ansoino 

Antonio of Padua . . 

Apollonius 

Appiani, Andrea . . . 
Arezzo, Margheritone di 

, Spinello di . . 

Arpino, il Cavaliere d' . 
Aspertini, Amico . . 

, Guido . . . 

Assisi, Tiberio di • . 

B. 

Baglioue, Giovanni .... 477 

Bagnacavallo 405 

Baldovinetti, Alessio . . . 208 
Barbacelli, Bernardino . . . 474 
Barbarelli, Giorgio .... 430 
Barbieri, Giovanni Francesco 491 
Baroccio, Federigo, di Urbino 476 
Bartolo, Domenico di . . .161 

, Taddeo di .... 160 

Basaiti, Marco 244 

Bassano, Francesco .... 468 

, Jacopo 467 

, Leandro 468 

Batoni, Pompeo 511 

Battaglie, Michael Angelo delle 507 
BeccaSami, Domenico • . .414 



Belletto, Antonio . 

, Bernardo . 

Bellini, Gentile . . 

, Giacomo 

, Giovanni 
Beltraffio, Giovan Antonio 
Benvenuti, Giambattista 
Pietro . . 



Page 
510 
510 
240 
220 
237 
292 
409 
511 
160 
292 
256 
154 
497 
241 
181 
170 
170 
182 
169 
169 
169 
249 
450 
452 
493 
456 



Bema, or Bama 
Bemazzano .... 
Betto, Bernardino di 
Bicci, Lorenzo di . . 
Biliverti, Antonio . . 
Bissolo, Pier Francesco 
Bissaocio, Leonardo di . 
Bologna, Cristoforo di , 

, Lorenzo di . 

, Michele Mattei da 

f Niccold di 

Bolognese, Franco . 

, Vitale . 

Bonfigli, Benedetto . 
Bonifazio .... 
Bonvicino, Alessandro 
Bonzi, Pietro Paolo . 
Bordcme, Paris .* . 
Borgognone,AmbrogioFossano 229 

Jacopo Cortese . 508 

Botticelli, Sandro . . . .199 

Bramantino, giov 228 

, vecch 228 

Bresciauino, Andrea del . . 267 
Bresciano, Giovita .... 455 
Bronzino, Angiolo .... 473 
Buffalmacco, Boonamico . . 145 
Bagiardini, Ginliano . . . 288 
Buonaccorsi, Pierino . . . 401 
Buonarotti, Michael Angelo . 297 
Buoni, Silvestro de' . . . .270 
Buoninsegna di (see Duccio) . 115 
Buttinone, Bernardino . . . 228 



C. 

Cagliari, Carlo 466 

, Paolo 461 

Cagnacci, Guido 491 

Calabrese, il Cavaliere . . . 504 



NAMES OF ARTISTS. 
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Caldara, Polidoro . 
Calderari .... 
Cali^rino .... 
Calvi, Lazzaro . . 

, Pantaleo . . 

Cambiaso, Luca . . 
Camerino, Jacobus de 
Cammuccini, Vincenzio 
Campagnola, Domenico 
Campi, Antonio . 

, ^raardino 

-, Giulio 



Cauale, Antonio . . 
Canaletto .... 
Cautarini, Simoue , 
Canuti, Domenico . 
Caracciolo, Giambattista 
Caravaggio, Michelangelo 

Amerighi da . . . 

, Polidoro da 

Cariani, Giovanni . . 
Carotto, Gianfrancesco . 
Carpaccio, Vittore . . 
Carracci, Agostino . . 
, Annibale . . 
— — -, Lodovico . . 
Carucci, Jacopo . . . 
Castagno, Andrea del . 
Castiglione, Gio. Benedetto 
Catena, Vincenzio . 
Cavallini, Pietro . . 
Cavedone, Giacomo . 
Cerano, II ... . 
Cerqnozzi, Michael Augelo 
Cerva, Giovanni Battista 
Cesare, Giuseppe . . 
Cesi, Bartolommeo . . 
Ciampelli, Agostino 
Ciguani, Carlo . . . , 
Cigoli, Ludovico Cardi da 
Cimabue, Giovanni . . 

Cione, Andrea 145 

, Bernardo 148 

Civerchio, Vincenzo, giov. . 230 

' , vecch. . 228 

Clovio, Giulio 400 

Conca, Sebastiano . . . .510 
ConegUano, Giambatt. Cima da 243 
Contarini, Giovanni . . . 509 
Conti, Bernardino de' (de Co- 

mitibus) 228 

Corenzio, Belisario .... 504 

Correggio 416 

Cortona, Pietro Berettini da . 499 
Cosimo, Piero di 287 



Page 
. 403 
. 456 
. 409 
. 401 
. 401 
. 477 
. 113 
. 511 
. 451 
. 495 
. 495 
. 495 
. 510 
. 510 
. 491 
. 491 
. 504 

. 500 
. 403 
. 452 
. 415 
. 244 
. 479 
. 479 
. 479 
. 322 
. 212 
. 510 
. 242 
. 139 
. 493 
. 496 
. 507 
. 296 
. 476 
. 477 
. 475 
. 488 
. 496 
109 



Cosmato, Giovanni . . • .114 

Cosmfe, 11 225 

Cossa, Francesco 225 

Costa, Lorenzo 225 

Cotignola, Gir. Marches! da . 406 

Coxcie, Michael 410 

Credi, Lorenzo di . . . , 288 

Crespi, Daniel 496 

, Giov. Batt 496 

Crivelli, Carlo 233 

D. 

Dalmasio, Lippo di . . . .169 
Dante, Girolamo (di Tiziano) 450 

David 511 

Diamante, Fra 198 

Diana, Benedetto . . . .246 
Dolce, Carlo ...... 498 

Domenichino 485 

Doni, Adone 260 

, Alfani 260 

Donzelli, Ippolito .... 269 

, Pietro 269 

Dossi, Dosso 408 

, Giovan Battista . . 408 

Duccio di Buoninsegna . .115 



E. 

Empoli, Jacopo da 



. 498 



F. 

Fabriano, Gentile da . . .185 

, Gritto da . . . .185 

Faenza, Giovanni da ... 261 

, Jacomone di . , .410 

Falcone, Aniello 505 

Farinato, Paolo 461 

Fassalo, Bernardino . , . 293 

Fattore, II 401 

Feltre, Lorenzo Luzzo da . .437 
Ferrara, Stefano da . . . .225 
Ferrarese, Bono . . , . . 222 
Ferrari, Francesco Bianchi 

(II Frari) 231 

, Gaudenzio .... 293 

Ferri, Ciro 510 

Feti, Domenico 497 

Fiammingo, Dionisio . . .477 
Fiesole, BeatoFra Angelico da 163 
Figino, Ambrogio .... 296 
Finoglia, Domenico .... 504 
Fiore> Colantonio del • • • 190 
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NAMES OF ABTISTS. 



Fiore, Jaoobello del . < 
Fiori, Mario de* . . . 
Florigerio, Sebastiano . 
FoDtana, Layinia . . 

-^ , Prosperb * . 

Foppa, Vincenzo, giov. 

vTecchio 



P*ge 
183 
510 
436 
477 
477 
230 
228 
227 
215 
498 
263 
321 



Forl\, Melozzo da 
Francesca, Piero della . 
Franceschini, Baldasfare 
Francia, Francesco . . 
Franciabigio, Marc' Antonio 
Franco, Battista (II Semolei) . 457 
Fnligno, Niccold dl . . . . 250 

, Pietro Antonio di . 249 

FoDgai, Bernardino .... 267 
Forini, Francesco .... 498 



Gaddi, Angiolo 137 

^,Gaddo 114 

, Taddeo ..... 135 

Galassi, Galasso 225 

Gambara, Lattanzio .... 455 
Gandiui, Giorgio .... 427 
Garbo, Raffaellino del . . . 323 
Gargiuoli, Domenico . . . 507 

Garofelo 407 

Gatta, Don Bartolommeo della 211 
Gatti, Bernardino .... 427 
Geiiga, Girolamo .... 260 
Gennari, Benedetto .... 492 
Genoyese, 11 Prete .... 505 

Gcssi 491 

Gherardo di Firenze . . .211 
Ghirlandajo, Benedetto . .211 

, Davide . . .211 

, Domenico . . 207 

, Ridolfo ... 323 

Giambono, Michiel . . . .183 
Giannicola (Manni) .... 260 
Giolfino, Niccol6 . . . .461 

Giordano, Lnca 508 

Giorgione 429 

Giottino 138 

Giotto 122 

Giovanni, Berto di . . . . 260 
Giovenone, Girolamo . . . 230 
Gobbo, II, da' Frutti ... 493 
Gozzoli, Benozzo » . . . 205 
Granacci, Francesco . . .211 

Grandi, Ercole 226 

Grimaldi, Francesco . . . 493 
Goaldo, Matteo di . • . . 249 



Page 
Gnbbip, Oderigi di . . • • 185 

Gnercino 491 

Goisoni, Fermo 399 

, Rinaldo .• ... 399 

I. 

Ibi, Sinibaldo 260 

Imola, Innocenzo da . . . 405 
Ingannati, Pietro d^li . • . 241 
Ingegno 258 

J. 

Jesi, Pasquale Cati da . . . 475 
Johannis, Petms ..... 170 



Lama, Giambemardo . . . 402 
Lanfranco, Giovanni . . . 492 
Lanini, Bernardino .... 296 

Laurentii, Pietro 150 

Lauri, Filippo 510 

Lazzari, Donate ..... 228 

Liberale 246 

Liberi, Pietro 509 

Libri, Girolamo dai • . . . 247 
Lidnio, Bernardino . • . . 456 
Lionardo, detto U Pistoja . . 402 
Lippi, Filippino . . . < . 202 

, Fra Filippo .... 196 

Lomazzo. Giovanni Paolo . 296 

Longhi, Lnca 477 

, Pietro 510 

Lorenzo, Andrea di . . . . 1 59 

, Fiorenzo di . . . 250 

Lotti, Carlo 510 

Lotto, Lorenzo 438 

Luigi, Andrea 258 

Luini, Aurelio 291 

.Bernardino .... 289 

Lnti, Benedetto 510 

M. 

Maestro Simone 189 

, Francesco di 189 

; — , Stefenone di 189 

. 230 
. 211 
. 474 
, 246 
. 221 
. 224 
. 244 
. 437 



Magni, Cesare 
Mainardi, Bastiano . 
Manetti, Domenico . 
Mansueli, Giovanni . 
Mantegna, Andrea . 

, Francesco 

Marcone, Marco . • 
Marconi, Rocco . . 
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Martinellus 

Martino Nello, Ottaviano di 

, Simone di . 

MaruUo, Giuseppe . 
Marziale, Marco . . 
Masaccio .... 
Massone, Giovanui . 
Matteis, Paolo de . 
Mazzolino, Lodovico 
Mazzuolo, Filippo . 
Melano, Gioyanni da 
Melanzio, Francesco 
Melzi, Francesco. . 
Mengs, Raphael . . 
Messina, Antonello da 
Milano, Andrea da . 
Miretto, Giovanni . 
Modena, Bamaba da 

, Pellegrino da 

, Tommaso da 

Mola, Giovanni Battista 

f Pier Francesco 

Monaco II, Don Lorenzo 
Monrealese . . . 
Montagna, Bartolommeo 
Moretto, II . . . . 
Moro, II .... 
— , Giambattista dal 
Morone; Francesco . 
Moroni, Giovanni Battista 
Mugello, Benedetto da 
Murano, Antonio da . 

, Giovanni da 

Muziano, Girolamo . 

' N. 



Page 
. 249 
. 188 
. 156 
. 504 
. 244 
. 192 
. 231 
. 510 
. 226 
. 231 
. 139 
. 260 
. 292 
. 611 
. 236 
. 230 
. 179 
. 171 
. 410 
. 170 
. 487 
. 487 
. 163 
. 507 
. 245 
. 452 
.436 
. 461 
. 246 
. 453 
. 165 
. 183 
. 183 
. 454 



Naldini, Battista 474 

Negroponte, Fra Antonio da . 233 

Nelli, Plautilla 318 

Neroni, Bartolommeo . . .414 
Novelli, Pietro 507 

O. 

Ogffione, Marco d' . . . .291 
LOlmo, Giovanni Paolo . .437 

L'Orbetto 509 

Orcagna 146 

Orsi, Lelio 427 

L'Ortolano 409 

P. 

Pacchiorotto, Jacopo . . . 267 
Padovanino, II . t • . • 509 



Page 
Padovano, Giunto . . . .171 
Padua, Giovanni di , . « .172 
Pagani, Gregorio . . . « 497 
Palma, Jacopo, giov. . . . 508 

, vecch. . . 436 

Palmezzano, Marco, di Forll . 263 
Panetti, Domenico .... 227 
Panicale, Masolino da . . .192 

Panini, G. Paolo 510 

Papa, Simone, giov 477 

, Simone, vecch. . . . 270 

Parentino, Bernardo* . « • 224 
Paris Alfani, Domenico di . 260 

Parmigianino 427 

Passeri, Giambattista . . .487 
Passerotti, Bartolommeo . • 477 
Passignano, Domenico da . . 497 

Paulus, Jacobo 169 

Pellegrino Pellegrini . . . 406 
Pennacchi, Pier Maria . • .241 
Penni, Gianfrancesco . . .401 

Pens, Georg 410 

Perugino, Pietro .... 252 
Peruzzi, Baldassare . . . .414 
Pesello, Franc, di ^Pesellino) 199 

•— , Giuliano di . • . .199 

Piazza, Albertino . . « •231 

, Callisto 452 

, Martino . . . • • 231 

Pietro, Niccola di . . . .153 

, Niccold di . . . .182 

Pino, Marco di 474 

Finturicchio ..«.,« 256 
Piombo, Fra Sebastian del . 434 

Pippi, Giulio 396 

Pisano, Giovanni • « « . • 145 

, Vittore 217 

Pistoja, Fra Paolo da . . .318 

Pizzolo, Niccold 222 

PoUajuolo, Antonio • . « .214 

, Pietro .... 214 

Pomarance, il Cav. delle . . 476 
Ponte, Francesco da . • . 468 

, Jacopo da .... 467 

, Leandro da ... . 468 

Pontormo 322 

Pordenone, Giovanni Antonio 

Licinio Regillo da . . . 455 
Porta, Baccio delta . . . .315 
Prete llario, Ugolino di 156, note 

Preti, Maria 504 

Previtali, Andrea .... 243 

Primaticcio 406 

Procaccini, Camillo .... 495 
, Ercole . . , . 495 
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Procaccini, Giulio Ccsare . 
Pucci, Pietro di . . . . 
Puligo, Domenico . » . 

, Jacone . . . . 

Popini, Biagio . . . . 



P*ge 
, 495 
, 153 
. 322 
, 322 
.405 



Raibolini, Francesco . . . 263 

, Giacomo • * . . 265 

y Giulio .... 265 

Baimondi, Marcantonio . .411 
RamengU, BartoUunmeo .. . 405 

Raphael 324 

Ravi^ano, Marco . . . .411 

Razzi, Gianantonio .... 412 

Reni, Guide ...... 488 

Ribera, Giuseppe .... 503 

Ricci, Domemoa ...... 40^1 

, Marco • 5rO 

Ricciarelli, Danide . » . . 309 

RicciOy Maestro 414 

, Pietro ...... 293 

Ridolfi, Carlo ...... 509 

Robustly Jacopo 457 

Romanelli^ Gianfranco . . . &10 
Romanino, Girolamo il . . 454 

Romano, Giulio 396 

RoncalU, Cristoforo . ... .476 

Rosa, Salvator 505 

Rosselli, Cosimo 204 

, Matteo ..... 498 

Rossi, Francesco de' ... 473 

Rosso, II 322 

Rotari, Pietro 510 

Rosuti, Philippus .... 114 

S. 

Sabbatini, Andrea .... 402 

^ Lorenzo .... 477 

Sacchi, Andrea ...... 488 

^, Pietro Francesco . . 230 

Salaino, Andrea 291 

Salerno, Andrea da .. . . . 402 
Salimbeni, Arcangiolo . . . 474 

Salmeggia, Enea 496 

Salyi, Giovanni Battista . . 494 
Sammachini, Orazio • . . 477 
Santa Croce, Francesco da . 242 

— — , Girolamo di . . 242 

Santafede, Fabrizia .... 402 

, Francesco . . . 402 

S. Gimignano, Vinoenzio di . 410 
Santi, Gioyanni . ... . • 261 



S. Giorgio, EuseMo di . . . 260 
S. Gioyanniy Giovanni di • . 498 
S. Severino, Jacopo di . . . 188 

f Lorenzo di . . 188 

Sanzio, Raphael 324 

Saraceno, Carlo 502^ 

Sarto, Andrea del .... 318 

Sassoferrato 494 

Savoldo, Geronimo .... 452 
Schedone, Bartolommeo • . 493 
Sebiavone, Andrea .... 451 

, Gregorio . . . 224 

Schizzone ....... 410 

Sebastian!, Lazzaro .... 246 

Semenza ....... 491 

Semini, Andrea 477 

> Ottavio 477 

Semitecolo, Niccold . . . 182 
Sermoneta, Gir. Siciolante da 474 
Sesto, Cesare da . ... . . 292 

Siena, Marco da 474 

, Matteo da 162 

, U^linoda . . 156, note 

Signorelli, Luca 215 

Silvestro, Don 139 

Sirani, Elisabetta , . . .491 

, Giov. Andrea . . . 491 

Soeliani, Giovanni Antonio . 288 
SoTario, Andrea . . . v « 296 

, Antonio (Zingaro) . 269 

Solimena, Francesco . . . 510 

Spada, Lionello 493 

Spadaro, Micoo ...... 507 

Spagna, Lo 269 

Spagnoletto, Lo 503 

Spinello di Arezzo . . . .151 
Stanzioni, Massimo .... 504 
Stefimi, Tommaso degli . .118 
Strozzi, Bernardo . • • . 505 
Suardi, Bartolommeo . . . 229 

T. 

Tafi, Andrea 107 

Talpino, II 496 

Tiarini, Alessandro .... 493 
Tibaldi, Pellegrino . . . . 406 
Tiepolo, Giovanni Battista . 510 
Tintoretto, Domenico . . . 461 

, II 457 

Tisio, Benvenuto . . v . . 407 

Tito, Santi di 473 

Tiziano 438 

Torbido, Francesco .... 436 
ToriU, Jacobus ...... 113 
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Page 
. 507 
. 224 
. 225 
. 509 



Torregiani, Bartolommeo . 
Treviso, Girolamo da . 
Tura, Cosimo .... 
Turchi, Alessandro . . 

U. 



Ubertini, Francesco (II Bac- 

chiiEicca) 261 

Uccello, Paolo 192 

Udine, Gioyanni da . . 410, 436 

, Martino da ... . 242 

UrbinOy Bramante di . . . 228 

V. 

Vaccaro, Andrea 505 

Vaga, Perino del 401 

Valentin, Moses 502 

Vanni, Francesco .... 474 
Vanucchi, Andrea . . . .318 
Vanucci della Pieve, Pietro . 252 
Varotari, Alessandro . . . 509 

Vasari, Giorgio 472 

Vassilacchi) Antonio . . .461 

Vecchio, Pietro 510 

Vecellio, Francesco .... 450 

, Marco 450 

■ , Orazio 450 

, Tiziano .... 438 

Veneziano, Agostino . . .411 

-, Antonio . . • .151 

— — , Bonifazio . • . 450 



Veneziano, Domenico 

— — , Lorenzo 

Venosu, Marcello . 
Verocchio, Andrea . 
Verona, Jacobus de . 
Veronese, D'Avanzo 
Paolo . . 



Vieri, Ugolino 
Vigri, Beata Caterina 
Vinci, Gaudenzio . 

f Leonardo da . 

Vincidore, Tommaso 
Vite, Timoteo della . 
Vivarini, Antonio . 

■ , Bartolommeo 

-, Luigi 



Volterra, Daniele da 

f Francesco da 

Vooet, Simon . . . . 



Zago, Santo . . . 
Zampieri, Domenico 
Zelotti, Battista . . 
Zenale, Bernardo . . 
Zevio, Aldighiero da 

, Stefeno da . 

Zoppo, Marco . . 

, Kocco . . . 

Zuccaro, Federigo . 
, Taddeo . . 



P»ge 
, 213 
. 182 
. 309 
. 214 
173, note 
173 
461 
156, note 
169 
293 
274 
410 
404 
232 
232 
232 
309 
152 
502 



. 450 
. 485 
. 466 
228,298 
. 173 
. 180 
. 224 
. 261 
. 475 
. 475 



THE END. 
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ERRATA. 



Page 65, line 6, for Cosmedia read Cosmedin, 

Page 88, line 10, for Phaneromeni read Phaneroumene, 

Page 156, note 1, line 4 from end of note, for Preto read Pfefe, 

Page 181, line 4, for a* Carbonari read a Carbonara, 

Page 182, line 7 from bottom, for da Pietro read di Pietro. 

Page 205, line 11, for Maddelena read Maddalena^ 

Page 228, line 18, for di Comitibus read de Comitibtts. 

Page 233, line 3 from bottom, for Francesca read D^ancesco. 

Page 249, line 16, for de Gualdo read di Gualdo, 

Page 259, line 12, for Spagno read Spagna, 

Page 267, last line, for chapter read booh. 

Page 339, line 4, after dress insei-t (14). 

Page 372, note 1, dele is small; it. 

Page 372, after note 2 insert (18). 

Page 421, line 7 from bottom, after happiest matmer insert ; the best example 

is in the Gallery of the Louvre, 
Page 442, line 22, aft«r Titian* s later time insert , now in the Vatican Gallery, 
Page 452, line 16, for Calisto read Callisto, 
Page 461, line 11, for Vascibra<ici read Vassilacchi, 
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